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ABSTRACT 

The aim of the present study was to investigate how three specific music festivals, situated in 

the Barents region, contributed to development of local identity in their respective host 

municipalities. The aim was further explored through three research questions focussing on 1) 

how the festivals cooperated with local agents; 2) how the festivals participated in and 

contributed to processes of glocalisation; and 3) what kinds of stories that were told through 

the festivals about their respective host municipalities. The festivals investigated was the 

Festspel i Pite Älvdal (Sweden), the Festspillene i Nord-Norge (Norway) and the Jutajaiset 

Folklorefestivaali (Finland). The study was grounded in modernity theory as well as previous 

research on festivals’ contribution to development of local identity. Concerning the 

methodological aspects of the study, it was designed using an embedded multiple case-design, 

in which each of the festivals constituted one case and the three research questions functioned 

as the cases’ units of analysis. Hence, within-case as well as cross-case analysis was enabled. 

The empirical data consisted of field notes from participant observation of in all 58 festival 

events; interviews with the festivals’ directors and official representatives of the festivals’ 

host municipalities; and documentation in the form of festival programmes. The findings 

showed that all three festivals had extensive cooperation with a wide selection of local agents 

or stakeholders but also that the range and profoundness of this cooperation seemed to depend 

on the festival management’s awareness of and focus towards the necessity of building and 

maintaining stakeholder relationships. This awareness seemed further to depend on the 

festival’s perceived self-identity, its degree of professionalism and institutional status. 

Regarding the participation in and contribution to processes of glocalisation, 17 aspects were 

found that were divided into the categories of reaching out; letting in; facilitating for 

meetings; and musical glocalisation. The festivals were seen to be narrators of history as well 

as telling meta-narratives about their host municipalities and thereby producing and 

reproducing collective self-images. The latter was exemplified in the Festspel i Pite Älvdal 

emphasising the local municipality as a centre in its own reality; the Festspillene i Nord-

Norge strengthening the urban and displaying strong, international bonds; and the Jutajaiset 

Folklorefestivaali emphasising connections towards other peripheral and rural communities. 

 

Keywords: festival research, local identity, stakeholder relationships, glocalisation, 

storytelling 
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INTRODUCTION 

Festivals are a significant feature of the cultural life of late modernity. At least in the Western 

world, the number of festivals has increased tremendously over the last few decades and still 

continues to do so. Of course, arranging festivals is by no means a new idea. Festivals have 

existed since ancient times, and the word itself is derived from Latin and commonly means 

public joy and merriment (Falassi, 1987). Still, the ‘festival explosion’ we can witness today 

is a contemporary phenomenon, and connected to, among other things, the dissolution of the 

symbolic power ascribed to dominant cultural institutions (Bjørkås, 2001) as well as dominant 

cultural centres, such as a country’s capital region. In late modernity, even smaller, peripheral 

municipalities may stage significant events, invite internationally acknowledged performers, 

attract a huge audience and have lots of attention from the media and hence become cultural 

centres, at least for a limited period of time each year. 

The festival research field is wide and interdisciplinary in addition to, or maybe caused 

by, the fact that it is also a young and developing academic field (Formica, 1998). For some 

decades, the focus within this field was on quantitative studies, and limited to economic and 

financial impact of festivals, marketing, profiling, sponsorship, management, trends and 

forecasts. This focus can also be found within the festival research of today; however, the 

field has also opened towards qualitative studies investigating the festivals’ social and cultural 

impact on their host societies and even their impact on single members of the festival 

audience (Karlsen, 2007; Snell, 2005). Still, researchers such as Formica (1998) and Quinn 

(2005) call for deepened and empirically grounded analysis of the social and culture functions 

and values of festivals and Gursoy et al. (2004) points to that, despite the fact that the number 

of festivals has grown considerably in recent years, researchers have been slow in directing 

their attention towards impact that goes beyond the economic. 

The notion of festivals may cover a wide range of events, going from so-called mega-

events, meaning for instance the Olympic Games, World Championships or carnivals, to 

festivals featuring different kinds of artistic expressions. Within the area of art-related 

festivals, music festivals play a significant role, and even within this smaller strand, festivals 

can be found in all shapes and sizes, covering an overwhelming variety of musical styles and 

genres. Concentrating on the Scandinavian countries, the music festivals are not only 

stylistically diverse; they are also geographically widespread, which means that festivals can 

be found all over Norway, Sweden, Finland and Denmark, and not only in the countries’ 

central regions. Regarding Norway, Sweden and Finland, music festivals even exist in the 
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Barents area, which encompasses the northernmost parts of these countries.1 When taking the 

Barents area’s rather peripheral position into account, festivals that are situated there become 

especially interesting when looking into matters of dissolution of cultural centrality, as 

described above. Also, a related issue is how these festivals contribute to development of 

local identity in their respective host municipalities. Adding to the body of research on music 

festival’s social and cultural impact, this is where the present study starts. 

Focus of the study 

The focus of this study lies on three festivals in the Barents region, namely the Festspel i Pite 

Älvdal in Sweden, the Festspillene i Nord-Norge in Norway and the Jutajaiset 

Folklorefestivaali in Finland, and their relation to and significance for their respective host 

municipalities. The investigation is designed as a case study, in which each of the three 

festivals are seen as separate cases and attention has been given to different kinds of empirical 

data, namely field notes from participant observations of in all 58 festival events; 

transcriptions of interviews with the festivals’ directors and official representatives of the 

festivals’ host municipalities; and documentation in the form of festival programmes.  

The matter of festivals’ contribution to the development of local identity will be treated 

more thoroughly in the forthcoming chapter. However, in short, it is evident from theory and 

previous research that festivals may be seen and used as outward manifestations of local 

identity, in other words as ‘image-makers’ with the ability to put places ‘on the map’, as well 

as occasions for reinforcement of ‘inner’ community identity. When concerning the latter, the 

bonds between the inhabitants are strengthened by the festival being an arena for drawing on 

shared stories and cultural practices and ideals, and hence allowing for production and 

reproduction of local knowledge. In my own, previous research (Karlsen, 2007), I became 

aware that a festival’s contribution to development of local identity seemed to be connected to 

the width and the richness of the interface between the festival and its host municipality, 

especially regarding the cooperation with other, local agents. Also, according to Quinn 

(2005), by the festivals linking the local and the global, what is elsewhere in this report 

referred to as ‘glocalisation’, they serve as a vehicle through which the host municipalities 

may interpret themselves in relation to the surrounding world. 

                                                
1 The Barents area cover in all four countries, as the northernmost part of Russia is also included. However, the 

present study focuses on festivals within Norway, Sweden and Finland.  
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Taking all the perspectives displayed above into account, the aim of the present study is 

to investigate how three specific music festivals, situated in the Barents region, contribute to 

development of local identity in their respective host municipalities. This aim is further 

explored through the following three research questions: 

 

• How do the festivals cooperate with local agents? 

 

• How do the festivals participate in and contribute to processes of glocalisation? 

 

• What kinds of stories are told through the festivals about their respective host 

municipalities? 

 

In the following, I will give a short presentation of each of the festivals involved, in order to 

provide the reader with an understanding of their characteristics and the conditions under 

which they operate. 

Presentation of the investigated festivals 

As mentioned above, all three festivals are situated in the Barents region, which means that 

they are quite far from their respective countries’ capital areas. They are also similar in the 

sense that they are some of, if not the largest and most visible festivals in the area in which 

they operate. Except from that, the festivals are different when it comes to, for instance, the 

form of organisation and the musical and artistic focus. 

The Festspel i Pite Älvdal (festival in Pite river valley) was first arranged in 1982 

(Lidström, Gårsjö, Nilsson, Marklund, Sandström, Johansson and Johansson, 2007). The 

festival’s headquarter is in Piteå, but the festival is also arranged in the municipalities of 

Arjeplog, Arvidsjaur and Älvsbyn. The distances between these municipalities are large. 

Measured from Piteå, there are 210 kilometres to Arjeplog, 120 kilometres to Arvidsjaur and 

50 kilometres to Älvsbyn. The festival presents various musical styles and genres and 

arranges also master classes for young, aspiring musicians in cooperation with the School of 

Music in Piteå (Festspel i Pite Älvdal, n.d.). In the year of the field work (2005) the festival 

had two directors2 working part-time, one was responsible for the administrative tasks and 

                                                
2 The number of festival directors is now (2008) back to one. 



 4 

one for the artistic programme. In addition to the directors, the festival had a body of paid, 

temporary staff working before, during and after the festival period.  

The Festspillene i Nord-Norge (festival in the north of Norway) has been arranged since 

1965 with the aim of strengthening the cultural life in the north of Norway by arranging the 

annual festival and “spreading its activities in the northern part of the country as far as it is 

practically and economically possible”3 (Festspillene i Nord-Norge, n.d.). The festival 

headquarter is in Harstad, and in addition to the annual, main festival, the festival 

administration also arranges a youth festival, the NUK++, and distributes grants for musicians 

to set up performances and tour in the north of Norway. The Festspillene i Nord-Norge 

presents a large and diverse programme, containing musical and other artistic expressions of 

many styles and genres. The festival has, in addition to the festival director, 5-6 people 

employed on a yearly basis. In 1995, the Festspillene i Nord-Norge was granted status as a 

‘knutepunktsinstitusjon’ (turning point institution), which entails that it receives annual 

appropriations from the Norwegian national budget.  

The Jutajaiset Folklorefestivaali (Jutajaiset folklore festival) was first arranged in the 

smaller municipality of Sodankylä from 1972 to 1994, but was moved to the town of 

Rovaniemi in 1995 and has been arranged there ever since. It is a festival of Lappish youth 

societies and brings together resources from all over Lapland. Through the years its main idea 

has been the same, namely to “forward traditions and to create new culture” (Jutajaiset 

Folklorefestivaali, n.d.). The Jutajaiset Folklorefestivaali is mainly dedicated to folklore 

music and dance and describes itself as a “many-sided forum of northern as well as 

international arts and culture” (ibid.) and a meeting point for local and international music and 

dance. The festival director is working part-time and the festival has, such as the Festspel i 

Pite Älvdal, a body of paid, temporary staff.   

About the report 

The present report is structured in a quite traditional way and divided into five chapters. After 

this introductory chapter, I give account of the study’s theoretical framework and the previous 

research that has been significant for the design the study. The methodological aspects are 

described in chapter number three, and the fourth is dedicated to displaying the study’s 

findings. Finally, in the fifth chapter I discuss the findings in relation to the study’s theoretical 

and research-based points of departure. 

                                                
3 My translation. All the subsequent non-English sources are translated by me. 
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As will be seen below, the writing up of the study’s findings has been given much space, 

and the report is written in a quite descriptive manner. Hence, this report must be considered a 

first attempt of giving account of and digging into a large, empirical material. The many 

interesting aspects found within this material will be further deepened and explored through 

the writing of future articles. 
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THEORETICAL FRAMEWORK AND PREVIOUS RESEARCH 

This chapter is an attempt to present the present study’s theoretical and research-based 

framework and points of departure. Firstly, I will give a short introduction to modernity 

theory and explain why such is theory is relevant when researching festivals. Secondly, I will 

explore how festivals may be seen as connected to municipalities’ development of local 

identity, mainly by pointing to earlier research in this field. From this second theme, three 

sub-themes will be derived and further investigated, namely how festivals cooperate with 

local agents; how they contribute to processes of glocalisation; and how they may possess 

storytelling abilities. 

Festivals and late modernity – a short introduction 

The present study rests on an understanding of contemporary society as being in the stage of 

late modernity (Giddens, 1990, 1991). This implies, among other things, that we live in a time 

of extreme dynamism, in which the pace of social change is much faster than in earlier 

societies, its scope is wider and also more profound. Hence, we are subjected to a state of 

continuous change that deeply affects our social practices and modes of behaviour. This is 

also valid in the area of culture and can be seen, for instance, through looking at the 

continuously growing number of festivals of all kinds, covering wooden boats and seafood, 

staging historical events or promoting the arts: film, theatre, literature and music. Although, 

as already mentioned, festivals are events of ancient origin, and the word itself can be traced 

back to early forms of Latin (Falassi, 1987), the contemporary richness and variety of 

festivals are an effect of, but also richly contribute to creating and shaping, a cultural life that 

bears heavy signs of late modernity.  

According to Giddens (1990, 1991), the dynamism of modernity that leads us into late 

modernity, a modernity in extremis, can be explained by three main elements. These are the 

separation of time and space; the disembedding of social institutions; and modernity’s 

institutional reflexivity. In earlier writings (e.g. Karlsen, 2004, 2005b, 2007), I have showed 

how these elements are visible through festivals. For instance, any organisation of a 

contemporary festival would have been impossible without benefiting from the completely 

new contexts that the reconnection of time and space, made possible by their separation, 

allows for. Also, the disembedding of social institutions ensure that relations, activities and 

ways of thinking are lifted out of traditional contexts, and placed in new, shifting frames. An 

example with relevance for festivals is for instance that different kinds of folk music, in 
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earlier times only heard in its original context, may be experienced on the same festival scene, 

and even be combined into a higher unity. Another example is what Bjørkås (2001) calls the 

dislocation of the relation between centre and periphery, namely that the prosperity of 

festivals contributes to the dissolution of the symbolic power ascribed to dominant cultural 

institutions. Regarding the institutional reflexivity, in other words the continuous revision in 

the light of new information and knowledge, this may be found in the festival world as a 

dissolution of musical standards and norms, and the mixing of musical styles, but also 

through a constant reprogramming from year to year, based on what is experienced as ‘news’ 

on the music market. 

The dynamism of society carries implications for how we understand ourselves as human 

beings, and the reflexivity is in late modernity also a main feature of the processes, which are 

connected to the formation and maintenance of self-identity. According to Giddens (1991), 

“the self becomes a reflexive project” (ibid. p. 32) in these contexts. Instead of possessing a 

unified self, with a stable, inner core that lasts throughout life, what in Hall’s (1992) 

understanding is conceptualised as ‘the Enlightenment subject’, the subject becomes 

fragmented in the context of late modernity. It is put together by several, and sometimes 

mutually contradictory identities, and what keeps us together as human beings, is that each 

individual understands the self reflexively “in terms of her or his biography” (Giddens, 1991, 

p. 53). In other words, the feeling of having a stable self-identity is created and maintained 

through self-narratives, the stories about ourselves that we tell others and ourselves of who we 

are.  

An underlying assumption of the present study is that the reflexive and narrative features 

of identity formation are valid, not only on the level of the individual, but also on the 

collective level, and that the same processes contribute to creating and shaping collective 

identity, for instance that of a community or a municipality. This view has implications when 

it comes to investigating into festivals and the development of local identity. Assuming that 

identity-related information is found in self-narratives, the researcher looking into matters of 

local identity must find ways to capture the narrative or narratives that the municipality in 

question chooses to represent itself by. If the aim of the research is to explore how a festival 

contributes to development of this particular kind of collective identity, then efforts must be 

made to study how the festival takes place or is placed within the municipality narratives as 

well as how it contributes to creating, renewing or maintaining them. 
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Festivals and the development of local identity 

Information about how festivals in general, and music festivals in particular, may contribute 

to development of local identity in their host municipalities may be gathered from several 

sources. For instance the notion of festivals’ ability to build community pride may be used as 

part of political rhetoric concerning urban development, it may also be based merely in 

theoretical propositions, or it may be more or less research-bound. In the following, all three 

directions will be followed and displayed, to give as rich a picture as possible of how the 

phenomenon appears in public as well as research discourse. 

The Norwegian Directorate of Public Construction and Property published in 2005 two 

folders called Crossroads (Statsbygg, 2005a and 2005b), giving directions for cultural 

planning in Norwegian towns and densely populated areas. Here, festivals were brought 

forward for contributing to development of local identity and, among other things, the art 

festival Momentum in the middle-sized town of Moss was used as an example that more 

towns should follow. As one of the persons interviewed stated: “Momentum has large 

significance for the identity of the town” (ibid. p. 3). The idea of using festivals for building 

of town and place identity is, however, not of recent origin. As Muir (1997) shows, this was a 

quite common approach in Western Europe between the 12th and 18th centuries, particularly in 

city-states like Venice. During these centuries there was an increasing identification of 

individuals of their hometown in general, and public rituals and festivities were used for 

consolidating civic identities as well as for exerting control over territories. 

In surveying a wide range of festival-related literature on festivals, stemming from the 

disciplines of comparative religion, anthropology, sociology and folklore and setting out to 

give a definition and a morphology of festivals, Falassi (1987) mainly finds a festival to be a 

“periodically recurrent, social occasion in which, through a multiplicity of forms and a series 

of coordinated events, participate directly and indirectly and to various degrees, all members 

of a whole community, united by ethnic, linguistic, religious, historical bonds, and sharing a 

worldview” (ibid. p. 2). Festivals’ social function and symbolic meaning are seen to build and 

ensure communities’ social identities, historical continuity and even physical survival. Similar 

conclusions are made by Ekman (1999), pointing out that festivals create opportunities for 

drawing on shared stories, cultural practices and ideals, and that they thereby may provide 

local continuity and an arena where local knowledge is produced and reproduced. Quinn 

(2005), in drawing themes from research on festivals in Glasgow, Edinburgh, Galway, 

Barcelona and Sydney similarly emphasises festivals as communities that need to be rooted in 
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society, but also as image-makers, something that can be used for marketing a place or town, 

a strategy for a city to position itself towards the outside world. However, above all, she 

points to the shortage of in-depth, empirically grounded analyses of the social and cultural 

values of arts festivals and reminds that more research is needed in order to develop 

knowledge that goes beyond a festival-related rhetoric that draws on mere assumptions.  

Some studies on festivals’ contribution to development of local identity have been made, 

which are possible to divide into two different categories: Those that are concerned with 

perceptions of festival impact and those that investigate empirically further into the 

mechanisms that allow for such impact to take place. The studies of Delamere (2001) and 

Gursoy, Kim and Uysal (2004) belong to the first category, and investigate residents’ attitudes 

towards social impacts of community festivals and festival organisers’ perceived impact 

respectively. In Delamere’s (2001) study, the perceived community benefits included 

enhanced image and identity of the community, a feeling that the community was unique and 

special, celebration of community and gaining positive recognition. The festivals were also 

seen, on the individual level, to act as showcases for new ideas, give opportunities to 

experience new activities and enable a personal sense of pride and recognition for the 

attendants through their participation in the festival. Gursoy et al.’s (2004) investigations 

showed that the festival organisers felt that their festivals helped enhancing community 

image, building community pride, preserving local culture and creating cohesion within the 

community. Also, the festivals were seen to enhance the community image to outsiders. 

The studies that investigate further into the mechanisms of how exactly and through what 

mechanisms festivals contribute to development of local identity are a few, but the number is 

certainly not overwhelming. De Bres and Davis (2001) looked into the matter of how the 

Rollin’ Down the Rover Festival in Kansas, USA promoted “a sense of community, kinship 

and place” (ibid. p. 327). This festival had been arranged with the specific purpose to enhance 

the poor self-image of its host-state, and this was achieved by staging historical events, 

focusing on rural heritage and giving communities positive recognition. The festival and its 

events involved families, the young as well as the old people of the communities, and this 

seemed in particular to promote cohesiveness among the inhabitants.  

Derrett (2003) reported from four community festivals in four different destinations in 

regional Australia. Her aim was to investigate how the festivals demonstrated a community’s 

sense of place. In her conclusion, she emphasises the three main areas through which this was 

happening: 1) the festivals celebrated a sense of place “through organizing inclusive activities 

in specific, safe environments” (ibid. p. 57); 2) the festivals provided a vehicle for the 



 11 

communities to host visitors “and share such activities as representations of communally 

agreed values, interests and aspirations” (ibid.); and 3) the festivals were outward 

manifestations of community identity and provided “a distinctive identifier of place and 

people” (ibid.).  

In two studies of Swedish music festivals, Bjälesjö (1999) and Eriksson (2004) show how 

small, invisible and seemingly ‘insignificant’ places may be known, at least on a nation-wide 

basis, through hosting large rock and pop festivals. The rock festival Hultsfred is, according 

to Bjälesjö (1999), just about the only thing that Swedes connect with the small municipality 

carrying the same name. With a normal number of inhabitants of 14 196 people (Hultsfred 

municipality internet resource, n.d.), the population is almost or even more than tripled when 

the festival attendants arrive. In 2007 the festival had 23 339 visitors and in 2006 and 2005 

over 30 000 people attended (Hultsfred, n.d.). With this increase in population for a few days 

follows a massive interest from the media, and during three or four days, the municipality, 

through its festival, has the focus of attention. The same effect is to be found in Arvika, 

hosting Arvikafestivalen. According to Eriksson (2004) this festival is seen by the 

interviewees to have put the municipality of Arvika “on the map” (ibid. p. 4), the festival has 

a symbolic function for the municipality and is important for its image.  

Festivals may not only be used to market an image that is already there, they may also be 

used in the process of changing a municipality or a town’s image. This was the case with the 

Norwegian Quart festival, which, according to Aronsen (2006) contributed to changing the 

Norwegian town Kristiansand’s image, from rather closed and heavily connected to religion, 

to “modern, vital and open” (ibid. p. 63). This aspect, concerning the same festival, is also 

drawn to the fore by Hjemdahl, Hauge and Lind (2007), who write: “The rock image [that the 

festival brought] has become an important means in identity formation and the building of 

public opinion, and Quart played absolutely an important part in changing the image of 

Sørlandet4” (ibid. p. 15). However, the Quart festival is not the only festival in this particular 

part of the country. The authors also discuss how a whole cluster of extremely diverse 

festivals may or may not contribute to putting Sørlandet on the map, and ask questions like: 

“Is it the modern Sørlandet that is put on the map through this area’s 94 festivals? A Sørlandet 

that challenges the existing conditions, and lifts this area beyond its physical limits? Or do the 

festivals rather make the existing definite? Is the festival-related Sørlandet perceived as 

exciting, dangerous, insistent and innovative by others than us?” (ibid. p. 6). In asking this 

                                                
4 Sørlandet is the name of the southern part of Norway.  



 12 

last question, it is indirectly indicated that festivals’ image-making features may be more 

important for the image of the municipality as perceived by its inhabitants than it is for 

branding the town towards the outside world.   

In my doctoral thesis (Karlsen, 2007), I suggest that music festivals carry four different 

dimensions of identity (ibid. p. 199). Two of these are connected to the level of the individual, 

and concern the festival attendants using the music festival as an arena for lifestyle choices, in 

order to display, stage and choose who to be or who they are, and as a basis for self-

regulatory strategies, feeling, remembering and knowing through or by the help of music, 

who they are and how they came to be this way. The remaining two dimensions are concerned 

with the municipality level, and find resonance in much of the theories and research displayed 

above, in pointing out that when it comes to festivals’ abilities to build or develop the local 

identity of a municipality, this is connected to an outward as well as an inward dimension. 

Firstly, music festivals may be used, and function as outward manifestations of community 

identity, in which the inhabitants decide who they want to present themselves as to the outside 

world. Secondly, a music festival may also be an occasion for reinforcement of social and 

cultural community identity, in which the inhabitants, by means of performances and artists, 

are told and retold and also celebrate who they are. However, whether a festival really will 

contribute to development of local identity, seem to depend upon, among other things, the 

interface between the festival and the municipality, and a very complex set of interactions and 

connections. As Quinn (2005) so very clearly points out, a festival is not “a sort of ‘quick fix 

solution’” (ibid. p. 932) to a town or a municipality’s image problem and the dimension of 

inward cohesion and reinforcement of social and cultural identity may neither be produced 

‘on demand’. When it comes to festivals’ economic impact on host societies, writers like 

Crompton and McKay (1994) and Getz (2005) warn towards festival studies that produce 

advocacy documents instead of objective research and that are far too optimistic in their 

analyses of the economic benefits that municipalities gain from hosting festivals. Getz (ibid.) 

relates these features to what he calls the relative immaturity of event- and festival-related 

research. Considering that both the public as well as some of the research discourse 

concerning festivals and their contribution to development of local identity also seem to have 

a certain hype-effect to it, a warning similar to Getz’ (ibid.) against too much optimism may 

be needed here as well. At least it is quite easy to agree with Formica (1998), Quinn (2005) 

and Gursoy et al. (2004) that when it comes to festivals’ social and cultural impact on host 

societies, more research is simply needed. 
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In my earlier research on festivals (e.g. Karlsen, 2005b; Karlsen, 2007), three aspects 

have come across as especially interesting and important considering whether the festival 

actually will contribute to development of local identity or not. These are: 1) the festival’s 

interaction and cooperation with local agents, it be industrial, educational, tourist-related or 

any other kind of agents related to the local municipality; 2) the festival’s contribution to 

processes of glocalisation, in other words the bringing together and mixing of local and global 

facets; and 3) the festival’s storytelling abilities, or the story or stories told through the 

festival about its host municipality. Hence, these three aspects are the ones that are focussed 

in this particular study. In the following, each of them will be deepened and explained in 

more detail, giving examples from my own research as well as that of others. 

Cooperation with local agents 

No festival exists without a context or without any interface between itself and the 

surrounding world. As Getz, Andersson and Larson (2007) emphasise, festivals are players 

within an environment “in which goals and resources for the event are negotiated by multiple 

parties” (ibid. p. 104). Hence, an interface towards this environment is a presupposition for 

assuming that the festival may have any impact at all, be it economic, social or cultural. 

However, the impact is certainly not of the one-way kind, so that the festival is in the centre, 

impacting upon its surroundings. We are talking here of complex two- or more-ways 

relationships and interactions, in which the festival takes part.  

Quinn (2005) emphasises that genuine festivals need to be rooted in society, and 

Waterman (1998) points to the fact that even though arts festivals might not intend to reflect 

any local tradition, or connect to the local in any way, most of them end up doing this. Also, 

audiences for most festivals are predominantly local. Ericsson and Vaagland (2002) gave, in 

their study of festivals in the Eastern region of Norway, an interesting example of what 

happens with festivals that ‘forget’ to cooperate with the local community or local agents: 

The festival Vinterspillene was started in 1991, three years before Norway hosted the 

Olympic Winter Games in the small town of Lillehammer. The festival was strongly 

connected to and funded by the LOOC (Lillehammer Olympic Organisation Committee) and 

became part of the Olympic Games’ programme of culture. There were large expectations 

connected to this particular festival. In addition to being a cultural and athletic festival, it 

should also cater the tourist industry, and make visible the local, the regional, the popular and 

the innovative. In addition, it should make use of the arenas that Lillehammer could provide. 

According to Ericsson and Vaagland (ibid.), the festival’s profile was associated with a 
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cultural elite with little or no local connection. The local people perceived it as “arrogant and 

inaccessible” (ibid. p. 59), and local artists were not allowed to perform during the festival, 

because they were seen by the festival administration as lacking too much in quality. As long 

as the festival had enough money to buy all the services it needed, this was not really a 

problem. However, some years after the Olympic Games in Lillehammer, when the LOOC 

had stopped supporting the Vinterspillene economically, and the festival needed volunteer 

staff that could work for free, the problems began. Most local associations and societies were 

not willing to work for this ‘high brow’ festival, and especially the athletic clubs refused to 

cooperate because it was a cultural event. The local artists and musicians had been offended 

through many years, because they were not seen as good enough to perform, but were only 

wanted for unpaid volunteer work, and this caused that they would have nothing to do with 

the Vinterspillene. The festival, which had somehow forgotten to anchor itself in the local 

community, probably because of easy access to financial support, now had to work hard for 

several years to build up trust and commitment among local agents.  

Hjemdahl et al. (2007), in investigating festivals in the southern part of Norway, also 

found that these had extended cooperation with local agents. The festivals were described as 

creating opportunities for local industry and local associations, but, as the authors emphasise, 

this was a relation of mutual dependency, in that the surroundings also provided opportunities 

for the festival. The cooperation took different forms. Some festivals cooperated with each 

other, creating ‘pools’ for sharing infrastructural property, such as fences, toilets and festival 

tents. Others cooperated with local institutions, for instance tourist information offices, the 

local municipality music and arts schools and the official municipality units dealing with 

culture and the arts. Also, there was a lot of sponsoring going on, in which local businesses 

provided financial support. However, to enhance the long-term commitment among the 

stakeholders, some festivals were organised as guilds, in which the partners could buy shares. 

It is evident from this study that anchoring in local society and investing in cooperation with 

local agents are one of the critical factors that may lead to a festival’s success. Conversely, 

lack of such anchoring may lead to its failure. 

In my previous festival study (Karlsen, 2007), cooperation with local agents was seen as 

an important part of what anchored the festival in its host municipality. The cooperation could 

be of different of kinds and in relation to a diverse range of agents or partners, for instance 

hotels, churches, athletic clubs, local industry and business, schools and tourist information 

offices. In the category of ‘anchoring in local municipality’, cooperation with local agents 

was seen as one of four important interfaces between festival and host municipality. The other 
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three were access to a target audience; a broad bottom-up approach to initiating festival 

content; and inclusion of local artists. 

Getz et al. (2007) identified, through a large, exploratory multiple case study on 13 

Swedish and Canadian festivals, several categories of festival stakeholders, such as audience; 

government agencies; media; sponsors; festival organisation; participants/co-producers; 

community; allies/collaborators; and other stakeholders (for instance competing events, 

foundations, universities and individual donors). In the present study, all these kinds of 

stakeholders will be taken into account, as long as they may be seen as agents operating in the 

festivals’ local municipality and environment.  

Contribution to processes of glocalisation 

Festivals are in a unique position to bring together the local and the global, or in other words, 

to contribute to processes of glocalisation. According to Bjørkås (2001), this feature is 

allowed and strengthened by some of the cultural changes allowed by late modernity, some of 

them mentioned above. Firstly, the balance between cultural centres and the periphery has 

been dislocated, meaning that the power of the centre is no longer self-evident. Secondly, 

there has been a general heightening of the level of education among the population in large. 

Hence, the cultural capital among the inhabitants of peripheral areas is just as high as among 

the ‘central population’.  The latter provides a knowledgeable and interested audience to 

international performers, even in out-of-the-way-places, and the former makes it possible to 

move outside the national cultural centres. As Bjørkås (ibid.) emphasises, it is first and 

foremost the capital-based festivals that relate to the institutions and organisations in the 

capital. Festivals based elsewhere cooperate with the organisations that are based in their own 

surroundings. “They [the festivals] cooperate and mobilise locally to be able to create a 

ground for cooperation on the international level. The glocal implies a situation in which 

connections are established between the local and the international” (ibid. p. 162). Such 

processes are of course not new, however, in late modernity they have become more 

systematic, and a distinct cultural feature, which is possible to recognise in the organisation of 

arts festivals: “The combination of local enthusiasm and a small and effective system of 

producers with capability and possibilities of bringing in artists and performers from the 

entire world – this is effective dissemination of art” (ibid.). Taking advantage of these 

processes, any festival or place may, according to Bjørkås (ibid.) become a cultural centre for 

a shorter or longer period of time. 
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Waterman (1998) also points to the phenomenon of festivals linking the local and the 

global, and his opinion is that exhibiting local as well as global facets is in fact more common 

than not doing so. Quinn (2005) connects festivals’ glocal features to meaning making, and 

argues that, from a broader social perspective, festivals “serve as vehicles through which 

cultural meanings are expressed for interpretation both by the place-based communities 

themselves and by the outside world” (ibid. p. 938). This festival-related meaning making is 

also integral to processes of identity, which, according to Wenger (1998), must be seen as a 

relationship between the local and the global. This is because “we define who we are by 

negotiating local ways of belonging to broader constellations and of manifesting broader 

styles and discourses” (ibid. p. 149). This is valid on the individual as well as on the 

municipality level. Hence, by hosting festivals, which carry glocal features, municipalities 

and their inhabitants, may, through this cultural arrangement, become aware of, decide and 

negotiate who they are. 

As mentioned above, festivals may bring global artists into out-of-the-way-places and 

even contribute to transporting local culture to international contexts. Bjørkås (2001) pointed 

above to how these glocal features manifest themselves on an administrative and an 

organising level. However, they may also manifest themselves on the level of each concert 

and performance. In an earlier article (Karlsen, 2005b), I investigated a festival context 

through the three elements, described above, which according to Giddens (1990, 1991) 

regulate the dynamism of late modernity. I also looked into how the festival participated in 

the “dialectic of the local and global” (ibid. p. 22).  In analysing particular festival events, 

such as an opening ceremony, a concert with contemporary music and a backyard concert, it 

became evident that processes of glocalisation also were active on this micro level. In 

discussing the “social rooms for musical activities” (ibid. p. 5) arranged for by the festival 

administrators, I argued that they had created glocal, socially and musically differentiated 

rooms, discursively rich, late modern contexts, “which might be essential for the development 

of musical identity and learning” (ibid. p. 10).  

The festivals’ storytelling abilities 

Festivals may have storytelling abilities on several levels, and according to Ekman (1999), 

they create opportunities for attendants to draw on shared stories. However, they also create 

opportunities for creating and reshaping history and for deepening, re-telling and prolonging 

pre-existing community narratives. In the following, two specific examples will be given to 

illustrate these phenomena. 
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Hjemdahl et al. (2007) draw attraction to the phenomenon of festivals being what they 

call post-modern narrators of history. In elaborating this idea they give examples from the 

Kjæmpestaden (the giant city), a festival arranged with the purpose of telling about the history 

of Arendal, a small coastal town in the south of Norway. Arendal were, during the first half of 

the 19th century, one of the most prosperous seaports in the kingdom of Sweden-Norway, and 

these glorious days are recreated and relived during the festival. According to the authors, the 

festival has a certain popular educational role, but this is not its main feature: “It is rather the 

opportunity the festival offers for the inhabitants of the town to walk into a historical staging 

and live different roles, which gives them the strongest experience of historical identity” (ibid. 

p. 42). The Kjæmpestaden arranges historical parades, in which the inhabitants may 

participate, dressed like in the good old days, and the festival administrators emphasise the 

opportunity the audience members have to ‘live their own history’. This particular festival is 

not the only one in Hjemdahl et al.’s (ibid.) study, which organises staging of historical 

events. However, these arrangements are not always ‘historically correct’, in terms of 

retelling the events following the findings of historical research. Still, this may not be their 

most important purpose. These events focus on the anecdotes, more than authentic history, 

and they allow for processes of “aesthetic storyliving” (ibid. p. 43) to take place. Truth may 

not be as important as lived history, and the historian may be replaced by the storyteller, the 

event manager, the concept developer or designer “in a post modern re-invention of the 

cultural heritage” (ibid. p. 44).  

In my earlier festival study, which built on a theoretical framework much similar to the 

present, and in which sociological theories of modernity played an important part (e.g. Beck, 

1994; Giddens, 1990, 1991; Hall, 1992; Lyotard, 1984), local identity was explored through 

the same assumptions as accounted for above, namely that just as individual identity is to be 

found in self-narratives, the local identity of a community “is found in the narrative that the 

particular community chooses to represent itself by” (Karlsen, 2007, p. 52) to its 

surroundings, in other words the outside world, as well as towards its inhabitants. In the 

festival investigated, stories were told through its concerts and other events that deepened, re-

told and prolonged already existing narratives about the host-municipalities. Hence, this was 

not an occasion of Hjemdahl et al.’s (2007) post-modern narration of history or aesthetic 

storyliving, rather it was an opportunity for the attendants to draw on shared stories and to 

reproduce and strengthen local continuity and local knowledge, as Ekman (1999) points out. 

Above, I mentioned the four dimensions of identity found within the music festival contexts, 

two of which belonged to the municipality level. In discussing these findings, I emphasised 
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the dimensions’ narrative features, the fact that they all help to maintain and generate the 

stories we need to construct individual and collective identity, and hence provide continuity 

“in the floating, ephemeral and open-ended identity work of late modernity” (ibid. p. 200). I 

also suggested that this may be one of festivals’ main functions in our society, not to provide 

physical survival of a community, such as Falassi (1987) suggests, but to provide our 

“individual and collective mental survival” (Karlsen, 2007, p. 200), because they are a vehicle 

and a means through which we may understand ourselves reflexively. 
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METHODOLOGY 

The present study is designed as a case study, and the advices of Yin (2003) on how to design 

and conduct such studies have been the main guidelines for this project. Firstly, he 

recommends that case studies should be grounded in theories, from which theoretical 

propositions guiding data collection and analysis should be developed. Secondly, the 

researcher should attend to more than one kind of empirical material and thirdly, the report 

should be written in a way that allows the reader to follow the development of the study from 

the initial research questions to the final conclusions. Yin (ibid.) also emphasises that the 

researcher should be able to receive information through “multiple modalities” (ibid. p. 60) 

and that a pilot study should be conducted. Regarding the study’s theoretical points of 

departure, they have been displayed in the preceding chapter. More detailed information about 

how they have guided data collection and analysis will be given in the forthcoming sections. 

The empirical material consists of field notes from observation, transcriptions of semi-

structured interviews and documentation, the latter existing in the form of the festivals’ 

concert programmes, which is to say that the study meets the demand of including several 

kinds of data, which again allows for data triangulation. This report is written so as to present 

the whole research process as openly as possible, and will hopefully also appear so to the 

reader. When it comes to using multiple modalities, this is a necessity for any researcher 

conducting observations and interviews, perhaps especially in a festival setting, where the 

aural, visual and even tactile stimulus are so strong. A pilot project has not been carried out 

for this specific study, however my reports from earlier festival research (e.g. Karlsen, 2005a; 

Karlsen, 2007) may be considered as preparing ground for the present study, both in terms of 

developing the theoretical framework and the methodological courses of action. 

 According to Yin (ibid.) a case study approach is appropriate when focussing on a 

contemporary phenomenon “within its real-life context” (ibid. p. 13), especially if the 

boundaries between the phenomenon and its context “are not clearly evident” (ibid.). Looking 

into festivals’ contribution to development of local identity has certainly to do with real-life 

contexts, and what is investigated is the interaction between each festival and its context, 

implying that there are no clear boundaries. 

Using Yin’s typology (ibid. p. 40), the present study must be considered as having an 

embedded multiple case-design, that is, each of the festivals are considered to be one case, 

and within each of these cases there are three units of analysis, namely 1) the festivals’ 
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cooperation with local agents; 2) their contribution to processes of glocalisation; and 3) their 

storytelling abilities: 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1. The project displayed as an embedded multiple case-design. 

 

According to Yin (ibid.), multiple-case designs may be preferred over single-case designs 

because they enable cross-case analysis and so the analytic benefits from having more cases 

“may be substantial” (ibid. p. 53).  The three festivals included in this study are quite similar 

in the sense that they are, as pointed out above, some of, if not, the largest and most visible 

festivals in the area in which they operate. Another similarity is that they are located in the 

‘periphery’ of their respective countries, far from the capital and the economic and cultural 

centres, at least as thought of in a traditional sense. Hence, they are selected with the 

assumption that they may produce similar results, in Yin’s (ibid.) terminology we are talking 

of a “literal replication” (ibid. p. 47).  
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Planning and execution of fieldwork 

The festival-related fieldwork was carried out during 2005 and 2007. The observations of the 

Festspel i Pite Älvdal events were made during the 2005 festival, from July 5 to July 10, and 

the interviews were conducted during fall 2005. Regarding the Festspillene i Nord-Norge, the 

observations were made during the 2007 festival, from June 23 to June 26, thereafter I drove 

down to Finland and continued to observe events at the Jutajaiset Folklorefestivaali, from 

June 28 to July 1. The interviews connected to these two festivals were conducted during fall 

and winter 2007/2008. Documentation was collected during all three festival periods. 

Observations 

All three festivals investigated have varied programmes with a large number of events, often 

occurring at the same time, or at least overlapping each other. Hence, for one researcher to 

observe all festival events was impossible. Also, the Festspillene i Nord-Norge and the 

Jutajaiset Folklorefestivaali overlapped each other in 20075, and I had to make a selection 

regarding which events to observe. The selection was made with two main aims in mind: 1) I 

wanted to observe as many and as varied events as possible; and 2) regarding the Festspel i 

Pite Älvdal, I wanted to cover all the host municipalities and visit at least one event in each of 

them. To direct my observations and my writing of field notes, the study’s research questions 

were glued to the first page of the logbook. The field notes were made using a ‘double log’-

system, which is to say that the left-hand pages of the book were used to write down what 

‘actually happened’ and the right-hand pages were used for interpretations and reflections 

connected to the observed events. 

During the Festspel i Pite Älvdal 2005 festival week, I observed 21 events. The numbers 

for the Festspillene i Nord-Norge and the Jutajaiset Folklorefestivaali 2007, were 24 and 13 

events respectively. Below, they are presented as listed in the festival programmes: 

 

Festspel i Pite Älvdal, 2005: 

 

Tuesday 5 July 

Sami ballad and jojk evening, Arjeplog 

 

                                                
5 Festspillene i Nord-Norge was arranged from June 23 to June 30 and Jutajaiset Folklorefestivaali from June 22 

to July 1. 
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Wednesday 6 July 

Lunchtime concert, Piteå 

Opening concert, Piteå 

Tonträff – Åsa Persson with guests, Piteå 

Night concert – folk music ensemble Bäsk and Gunnel Mauritzon, Piteå 

 

Thursday 7 July 

Morning concert for the family – John Bauer Brass, Piteå 

Lunchtime concert, Piteå 

Singing master class, Piteå 

Evening concert – St. George Strings and Maria Fontosh, Piteå 

Night concert – Jönköpings sinfonietta 

 

Friday 8 July 

Lunchtime concert, Arvidsjaur 

Folk music master class, Arvidsjaur 

Lunch talk, Arvidsjaur 

World music concert – Costo Rico, Arvidsjaur 

 

Saturday 9 July 

Trolltagen – Roger Pontare – Sofia Jannok, Älvsbyn 

Courtyard concert – Euskefeurat – Costo Rico, Piteå 

Night concert – Liisa Pohjola – Zakhar Bron, Piteå 

 

Sunday 10 July 

Piano master class, Piteå 

Family concert, Piteå 

Courtyard concert – Sissel Kyrkjebø with orchestra, Piteå 

Closing concert – Johann Sebastian Bach 

 

Festspillene i Nord-Norge, 2007: 

 

Saturday 23 June 

Opening ceremony – various artists and speakers, the town square 
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Mountain tales – Moscow Art Trio, Huun-Huur-Tu, Angelite, Harstad house of culture 

Opening party – Cirkus Xanti, circus tent at the harbour area 

Ralph Myers & the Jack Herren band, Grand Nordic Hotel 

Festival club, Grand Nordic Hotel 

 

Sunday 24 June 

Festival mass, Trondenes church 

Finnbyinn – young artists’ project, harbour area 

Border-crossing exercises – art exhibition, Galleri NordNorge 

Arctimus – string quartet, Galleri NordNorge 

Trollringen – Cirkus Xanti, circus tent at the harbour area 

Mahler’s 4th symphony – Bodø Sinfonietta, Harstad house of culture 

Angelite – the Bulgarian voices, Trondenes church 

 

Monday 25 June 

Transborder café – Staffan Mossenmark, Blue Noses, Nikolai Schetnev, Students’ Union 

Trio Polaris – chamber music, Galleri NordNorge 

The tale about the little old man – children’s theater, Bethel meeting house 

Torgeir Vassvik meets Huun-Huur-Tu, Harstad house of culture 

Christel Alsos, Susanne Sundfør, Ingrid Olava – new, Norwegian artists, Grand Nordic Hotel 

Festival club, Grand Nordic Hotel 

 

Tuesday 26 June 

Concert in the park – Harstad Military band, The General’s Garden 

Miriam Helms Ålien – young, Norwegian violinist, Galleri NordNorge 

The rolling people – children’s theater, Bethel meeting house 

New York Voices with Ivan Lins, Harstad house of culture 

Mapa/Corpo – interactive rituals, Harstad house of culture 

Armenian Navy Band, Grand Nordic Hotel 

 

Jutajaiset Folklorefestivaali, 2007: 

 

Thursday 28 June 

Jup Yeah! Family concert – Kirpana, Festival arena 
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Great Accordion Concert – various artists, Festival arena 

Folk Groups on Terrace – various artists, Valdemari restaurant 

Silence – jazz concert, Rovaniemi church 

Young Energy – Local and Lappish rock bands, Festival arena 

 

Friday 29 June 

Dozen Dances – various folk dance groups, Festival arena 

Lady and the Daughters – Katri Helena, Festival arena 

Festival club K-18 – various bands and artists, Valdemari restaurant 

 

Saturday 30 June 

Song For Lapland – jubilee concert with various choirs, Festival arena 

Great Voices – Vocal ensemble Virtuoso and Lapland Military Band, Festival arena 

Festival club K-18: Sami club – various bands and artists, Valdemari restaurant 

Dance Along – Laura Voutilainen Orchestra, Festival arena 

 

Saturday 1 July 

Festival mass, Rovaniemi church 

 

My presence at events was clarified beforehand with the directors of the respective festivals, 

and I was granted a card that gave me free entry. During the events, I would blend in as part 

of the regular audience, making field notes as discreet as possible. Occasionally, the 

circumstances made it necessary to make the fields notes after the event. This was for instance 

the case with the concert Torgeir Vassvik meets Huun-Huur-Tu (the hall was completely dark) 

and Mapa/Corpo – interactive rituals (no seats, and the audience moved around the room). 

By acting mostly as a member of the audience, my researcher role during observation could 

be described as that of an active-member-researcher (Adler and Adler, 1994, p. 382), and I do 

not think that I affected the events that I observed in any way that altered their form or 

content.  

Conducting observation fieldwork as a festival researcher takes stamina and the ability to 

focus long into the night. Both during the 2005 and the 2007 periods of observations, I spent 

quite many hours driving from one event or festival to another, and there was very often little 

or no time between concerts. Still, the concert setting in itself gave me an opportunity to 
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compose myself while participating in the audience, and I had time to direct my attention 

towards the phenomena that I had decided to observe.  

Interviews 

As mentioned above, the interviews were conducted during fall 2005 and fall and winter 

2007/2008. They were of a semi-structured kind, and the original interview guide, written in 

Swedish, was developed during spring 2005. Before the 2007 interviews, this guide was 

translated into Norwegian and English for use in connection with the Festspillene i Nord-

Norge and the Jutajaiset Folklorefestivaali respectively. The interview guide had two main 

sections, dedicated to 1) the festival’s contribution to the development of local identity; and 2) 

international artists’ impact upon the same. In addition, there was a conclusion giving the 

interviewees the opportunity to express opinions that had not been asked for during the 

interview (for further information about the content of the interview guide, see the appendix 

section). The questions were kept short and in a straightforward language, however some of 

them also originated from “the theoretical conceptions used as a basis for the study” (Kvale, 

1996, p. 121), and could therefore be related easily to the following analysis. For instance, I 

used a narrative metaphor, asking the interviewees to imagine that a collective story of their 

municipality was being made, and to say whether or not the festival would be included in it. 

The interviewees all received the interview guide some weeks before the actual interview, so 

that they would have time to prepare for it if they wanted to. The guide was also followed by 

a blank letter, which contained information about the research project in general and how it 

would proceed (see appendix). The letter also contained some information about me, the 

researcher, and about the interviewees’ rights as stated in the ethical advice of the Swedish 

Research Council (Vetenskapsrådet, 1990), to voluntary participation and guaranteed 

confidentiality. The last part of the letter was designed as a contract, which the interviewees 

could sign in order to confirm their participation and acceptance of the use of the interview 

material.  

The interviewees were of two kinds: 1) directors and artistic leaders of the festivals 

investigated; and 2) official representatives of the host municipalities of the same festivals. 

Regarding the latter group, they were public servants working within the administration of 

culture and the arts at the highest level within their respective municipalities. In all 4 

directors/artistic leaders were interviewed and 6 official representatives of host municipalities. 

The numbers are due to the Festspel i Pite Älvdal having two leaders working side by side at 

the time of the interview, and also, this particular festival was arranged in four different 
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municipalities, which made it necessary to interview official representatives from both 

Arjeplog, Arvidsjaur, Älvsbyn and Piteå. Regarding the remaining festivals, one 

director/artistic leader and one official representative from the host municipality were 

interviewed per festival. Considering that the interviewees were chosen because they were 

seen as “experts or key informants” (Miles and Huberman, 1994, p. 28) on the matters of the 

respective festivals’ contribution to development of local identity, the sampling strategy used 

for selecting them, may be described as reputational case selection (Goetz and Lecompte, 

1984).  

All interviewees were first contacted by telephone or e-mail and asked if they were 

willing to participate in the study. Thereafter, time and place for the interview was arranged. 

In order for the interviewees to feel as comfortable as possible during the interview, they were 

encouraged to choose the place that would suit them best. Of the 6 official representatives, 5 

chose to be interviewed in their offices. This contributed to strengthen the impression that 

they were interviewed by virtue of their occupation. The sixth person in this group chose to be 

interviewed in her home. Regarding the directors and artistic leaders, the situation was more 

varied: 1 person was interviewed in his office, and another was interviewed using the 

telephone. This latter interview was made some months after the festival, and the distance to 

the place in question was considered too large to travel just for one interview. The remaining 

2 persons were interviewed at the School of Music in Piteå. All interviews were recorded 

using a mini-disc player or similar recording equipment. During one of the interviews 

conducted in the winter of 2007/2008, the recording equipment broke down. I had travelled 

far to make this particular interview, and decided therefore to continue without the mini-disc. 

Instead I made notes, using pen and paper. The interview was written up as soon as possible 

afterwards and later sent to the interviewee for validation. 

The Festspel i Pite Älvdal interviews were transcribed by me, and so was the case for two 

of the other interviews, including the one mentioned above, that had to be made without 

recording equipment. The remaining two interviews were sent to professional typewriters for 

transcription, and later I checked them against the recording and made some minor changes. 

Since the language used during the interviews varied, transcriptions were made in Swedish, 

Norwegian and English. They were all made as verbatim as possible, except that I did not 

transcribe dialect, but used the standard spelling of all the three languages involved. After 

finishing the transcription work, the interviews were returned to the respective interviewees, 

who were allowed to make comments or revisions. This procedure may be seen as a form of 

validation, in that the interviewee, by returning the text, recognises and confirms his or her 
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statements and opinions. Only minor changes were suggested, and the texts were revised 

accordingly.  

Documentation 

Documentation, in the form of festival programmes, has been used as empirical material in 

this study. All the ‘main programmes’ of the three festivals in question were collected, and so 

were the smaller programmes made for the particular events that I attended as an observing 

researcher. Hence, the collection of programmes for each festival is not complete; still they 

must be seen as collected systematically. In addition to the printed festival programmes, the 

festivals’ respective websites have been consulted for information about events. The 

documentation has served as a support for my memory, in the process of recalling different 

festival settings and events. However, it has also been used and analysed as empirical data in 

relation to all the research questions. 

Analysis 

The process of analysis has been theoretically driven as well as adjusted towards approaches 

that the different kinds of empirical material have allowed for. Two main principles have been 

followed throughout the process and for all the three research questions concerned. Firstly, all 

interview texts have been subjected to meaning condensation (Kvale, 1996), implying that the 

interview texts were transferred to a two-columned table and then the texts’ “meaning units” 

(ibid. p. 194) were determined and compressed into short sentences. The original texts were 

placed to the left and the condensation to the right. This procedure was used to get an 

overview of the material, and was the first step in a longer process of analysis. From here, the 

process would proceed differently depending on which research question that was dealt with. 

Secondly, when it comes to cross-case analysis of the different festivals involved, a strategy 

has been used, which in Miles and Huberman’s terms is called “stacking comparable cases” 

(ibid. p. 176). This strategy implies that one should derive variables from previous research, 

but also be open towards uniqueness, and write up a series of cases. Then, matrices and other 

displays should be used to analyse “each case in depth” (ibid.). After each case is understood 

in full, the case displays should be stacked into a meta-matrix, so that further comparison of 

the cases is possible. As can be seen below as well as from the writing up of the study’s 

findings, matrices and other displays have been used for analytical purposes. In the discussion 

chapter, conclusions will be drawn related to comparisons of the three cases, and even if a 

complete meta-matrix will not appear as a figure, the conclusions are drawn using the same 
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principle of systematising information from each case and hence compare the cases with each 

other. 
Below follows an overview of the analytical procedures used that were connected to each 

of the specific research questions. 

Research question 1 

Regarding the festivals’ cooperation with local agents, previous research was consulted in 

order to derive an understanding of what would be reasonable questions to approach and 

explore the empirical material through. Six such questions were found, which was stated as 

follows: Which local agents do the festival cooperate with? What forms does the cooperation 

take? Are there local artists? Which groups are behind the festival? Who initiates the festival 

programme? Is there a core audience? A descriptive within-case display was created that gave 

a visual representation of the answers to the three first questions, i.e. which agents (local 

artists were included in the concept of ‘agents’) and what forms of cooperation the festivals 

were engaged in. One display was made for each case or festival.  Likewise, another display 

was made to answer the fourth and fifth question of initiative to festival programme and 

groups behind the festival. Both displays were created on basis of information found within 

the interview texts and observation field notes as well as in the documentation. The sixth 

question was answered simply by reading through the interview texts.  

Research question 2 

The second research question was approached by subjecting the interview material to 

inductive investigation, using the principles of qualitative content analysis. This involved 

proceeding from a detailed coding of significant information in the texts, in this case 

information about processes of glocalisation, to reducing the codes into a smaller number of 

overall categories (e.g. Kvale, 1996; Miles and Huberman, 1994). Also, observation field 

notes and documentation was read through, looking for similar information. In all 17 aspects 

of glocalisation were found, which were further categorised into four main areas: reaching 

out; letting in; facilitating for meetings; and musical glocalisation.  
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Table 1. Categorisation of aspects of glocalisation. 

 

ASPECTS OF GLOCALISATION MAIN AREAS 

Seeking out of the local, towards the international 

Relate to international trends 

Offer international youth culture 

Participate in international tourist industry 

Reaching out 

The world in [name of particular host municipality] 

Relate to historical glocalisation 

Localisation of international educational practices 

Letting in 

Contribute to development of joint identity in a 
multinational area 
Meeting between professional local and international 
artists 
Being a meeting place for keepers and seekers of 
knowledge throughout the world 

Active agent in local-global networking 

Facilitating for meetings 

The local is international – universalising and 
deconstruction of local cultural practices 

Participating in each other’s music 

Meeting of different localities 

International artists meet in local space 

International cultural expressions in local settings 

Multiethnic meeting between styles and musicians are 
being moved to different parts of the world 

Musical glocalisation 

 

Research question 3 

The third research question was answered through attending to the interviews, the field notes 

from observation and the documentation in the form of the festival programmes. As a general 

point of departure for analysing the material, the following questions were asked: What kinds 

of stories are told about the host municipalities in the available data? What kinds of stories are 

told about the host municipalities through the festival? The data was grouped according to 

festival, and analysed using the following five steps: 1) the condensed interview material was 

read through, looking for information about the festival’s host municipality and the festival’s 

role within or relation to this municipality; 2) information about the host municipality that 

was in any way given through the festival events and performances was located in the field 
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notes and lifted out of the log material; 3) the festival’s main programme6 was analysed with 

a special emphasis on how the host municipality was presented through the written texts and 

also regarding the festival’s choice of performers and what kinds of connections to the 

surrounding world that were shown through this; 4) the analysed information from the three 

sets of data was  transferred to A3-pages and tentatively grouped, so as to form a cognitive 

map (Miles and Huberman, 1994) for each festival and the stories told through it about its 

host municipality; 5) thereafter, the information was written up as stories, taking the role 

described by Kvale (1996) as the researcher being  a “narrative-creator” (ibid. p. 201), 

moulding different happenings, representations and data into more coherent stories. 

 

 

 

                                                
6 The Festspillene i Nord-Norge had several programme leaflets, and what was subjected to analysis in this 

particular case, was the main programme, designed as a festival newspaper. 
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FINDINGS 

The findings will be presented according to research question. That is, firstly, I will look into 

the festivals’ cooperation with local agents; secondly their contribution to processes of 

glocalisation; and thirdly the festivals’ storytelling abilities. Conclusions and discussions 

against previous research and theory will not be made in this chapter, which is mainly 

dedicated to displaying the empirical findings of the study. However, such efforts will be 

made in the forthcoming ‘discussion’ chapter together with final conclusions concerning the 

festivals’ contribution to development of local identity in their respective host municipalities. 

The festivals’ cooperation with local agents 

All three festivals were seen to have extensive cooperation with a diverse range of local 

agents concerning a multitude of fields and areas. As indicated in the theory chapter above, 

there were complex two- or more-ways relationships to be found, and often there would be 

relations of mutual dependency. Getz et al. (2007) include audience in their list of festival 

stakeholders. Hence, in the following, the focus will not be limited to displaying each 

festival’s cooperation-web, efforts will also be made to show on which premises the festival 

programme is developed, so as to display the festivals’ endeavours of ‘cooperating’ with their 

audience. To give as nuanced a picture as possible of the complex interactions, each case will 

be treated separately.  

Festspel i Pite Älvdal 

As mentioned in an earlier section, the Festspel i Pite Älvdal takes place in four different 

municipalities, namely Piteå, Arvidsjaur, Arjeplog and Älvsbyn. Although the festival in one 

sense must be seen as one, united organisation, in another sense, when it comes to the relation 

between the festival and its four host municipalities in general, and cooperation with local 

agents in particular, it is fruitful to treat the municipalities as separate cases, because the 

differences between them are quite large.  Therefore, instead of one visual representation of 

the festival’s ‘web of cooperation’, as with the other festivals, the Festspel i Pite Älvdal has 

four. Also, each municipality has its own section.  
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Piteå 

The Piteå cooperation stretches itself over two layers, that of economy and that concerning 

development of the festival programme. Although most of the agents in question are local, 

some are also regional or national. 

When it comes to contributing financial resources, the Piteå part of the festival has 

cooperation with a group of founders and quite many local sponsors. However, this is not 

only limited to the Piteå part of the festival; the founder group and most of the main sponsors 

are involved with the festival organisation as such, and are also valid for the three remaining 

municipalities. The group of founders consist of six different organisations, namely the Piteå 

municipality, the School of Music in Piteå (which is part of the Luleå University of 

Technology), the Framnäs people’s college, Piteå-Tidningen (the local newspaper), Nolia (a 

conference centre and arranger of fairs), and the People’s House Association in Piteå. 

Attending to the festival programme, it seems that most of the sponsors belong to the Piteå 

region, some operate on the county and even on the national level. According to the festival 

administration, the local industry has been involved with the festival from the start, and the 

relations have developed during the years: 

 

The local industry has been strongly involved with the festival from the very beginning, we have invited 

them to have a dialogue [with us] and they have been there as collaborators and contributors (…) this has 

developed during the years (…) the companies have seen that we are useful for them as well (…) some 

have moved from being purely contributors to becoming collaborators. 

 

Nowadays sponsors use the larger festival events to socialise with their acquaintances, and 

during the 2005 festival one main sponsor bought tickets for an outdoor children’s concert 

and gave them to their customers for free. The more the companies are able to use the festival 

for communicating with their customers, the more they gain economically from contributing 

to its existence. Sponsors and festival also cooperate in giving scholarships to young, local 

and talented performers. Additional economic cooperation concerns the large body of 

volunteers that contribute their working hours as well as founders and other organisations like 

the local churches, the students’ union and the athletic halls providing concert venues for the 

festival events.  

The development of the programme of the Piteå-part of the Festspel i Pite Älvdal happens 

in interaction with quite a lot of agents, following what may be called a bottom-up pattern. 
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First of all, the programme is developed with authorisation from the festival’s group of 

founders: 

 

They [the founders] set the criteria, they are very clear, the aim of the festival. 

 

However, concerning the particular 2005 festival, more groups had been involved in setting 

the criteria for the programme. In 2004, the Festspel i Pite Älvdal had a quite small audience 

compared to earlier years. This was due to several circumstances, among them bad weather, 

but also that the festival administration at that time tested a more avant-garde profile that did 

not seem to suit the audience. Therefore, the festival board decided to establish so called 

reference groups, in other words groups of earlier audiences that were allowed to express their 

views. Hence, the 2005 festival was planned largely based on wishes from these groups, 

gathered in a document: 

 

We will try to regain the audience that we have lost and that is mainly the audience that come for social 

reasons. 

 

The main tendencies in this document pointed towards including specific concert concepts 

that were familiar to the audience on beforehand plus the inclusion of local artists.  In addition 

to the founders and the reference groups, the development of the Piteå festival programme 

was affected by cooperation with the Swedish national concert agency Rikskonserter and a 

local event manager. From observing the festival’s opening concert, I could see that even 

some of the sponsors felt that they had the right to intervene in this process. A sponsor 

representative entered the stage, praised the year’s choice of more popular arenas and artists, 

and promised continued contributions provided that the festival maintained its ‘popular’ 

profile. Included in the Festspel i Pite Älvdal programme, the festival arranges master classes 

for young, European musicians in cooperation with the School of Music in Piteå and Framnäs 

people’s college. Also, the festival cooperates with local musicians on the amateur as well as 

the professional level. Since such cooperation was a specific wish from the reference group 

for the 2005 festival content, this was clearly evident in the concerts and other events.  
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Figure 2. Web of cooperation, Festspel i Pite Älvdal, Piteå. 

Arvidsjaur 

The cooperation between the Festspel i Pite Älvdal and the local agents in Arvidsjaur is quite 

sparse and concerns, as in Piteå, only two layers, that of economy and development of the 

festival programme. The municipality contributes financially, but this part of the festival is 

also dependant on the resources that come from the larger festival body to be arranged. Also, 

some volunteers contribute working hours and the church, the local people’s house and one of 

the local hotels provide concert halls. When it comes to deciding the content of the festival 

programme, this is made in a top-down kind of way by one person alone, namely the person 

who is responsible for the cultural sector of the municipality. From the interviews, it seems 

that the pattern of cooperation has been richer in earlier years; among other things local 

amateur musicians have been involved, playing with musicians of national reputation. This 

kind of cooperation also used to attract quite a lot of audience, while the audience in the 

Arvidsjaur-part of the festival in 2005 was quite small. Thoughts about future, possible 

cooperation also exist, however, the organisation of the festival in large and the late 

publishing of the festival programme are seen as great obstacles in cooperating with, for 

instance, the local hotels or the tourist industry. Altogether, the Festspel i Pite Älvdal in 

Arvidsjaur seems to have few links to its host municipality, and the interviewees express a 

certain pessimism regarding the audience interest and the festival’s future existence in this 

particular society: 

 

They definitely do not have any interest from the audience [in Arvidsjaur] at all (…) I do not think that they 

have any interest in music at all, in Arvidsjaur. 
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 The preconditions [for arranging the festival] have changed so much (…) it feels like one cannot live up to 

what is necessary for making this a thing of importance in Arvidsjaur (…) the standard is lowered to such a 

degree that it does not really become the festivity I thought the festival should become (…) I am having 

doubts. 

 

 

 

Figure 3. Web of cooperation, Festspel i Pite Älvdal, Arvidsjaur. 

Arjeplog 

Although Arjeplog is a municipality about half the size of Arvidsjaur, at least when measured 

in number of inhabitants, it shows a festival-related cooperation pattern that is far more 

‘busy’, and spread out over three layers, namely economy, development of festival 

programme and marketing. 

As in Arvidsjaur, the municipality provides financial resources as well as working hours, 

and the latter is also contributed by a group of volunteers. The local church provides a venue 

for the concerts. When it comes to the development of the festival programme, this is much 

more of a bottom-up process than in Arvidsjaur, in that the initiative to the concert content 

comes from more than one person or institution. In the 2005 edition of the Festspel i Pite 

Älvdal, the initiative came from the cultural sector in the municipality as well as from local 

politicians and the minister in the church that was used as a concert venue.  Local professional 

and amateur artists and musicians participated, which gave this part of the festival a 

significant feature of its own, as well as a quite large audience, taking the rather small 

population into account: 

 

We had local as well as well-known [national] artists [this year] (…) it was a great success, the local 

population wanted to hear the local artists (…) the church was packed with people. 
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Arjeplog was quite successful this year (…) they booked the artists themselves (…) it went very well, 

which was great (…) they were incredibly proud afterwards. 

 

When it comes to marketing the Arjeplog-part of the Festspel i Pite Älvdal, this is made in 

cooperation with the local tourist information centre: 

 

We cooperate with the local travel agency, and we advertise at Kraja [a local resort], and in the places you 

would find tourists, and even in the villages. 

 

 

 

Figure 4. Web of cooperation, Festspel i Pite Älvdal, Arjeplog. 

Älvsbyn 

The pattern of festival cooperation found in Älvsbyn is quite widespread, and covers five 

areas or layers, that is economy, programme, marketing, identity and other cooperation.  

As with the other three Festspel i Pite Älvdal municipalities, the Älvsbyn municipality 

contributes financially to the festival. In addition, there exists an ‘arrangers’ guild’ founded 

with the explicit purpose of making the Älvsbyn part of the festival happen.7 This guild is 

anchored in the local industry, and takes care of the event, practically and economically: 

 

                                                
7 Älvsbyn has, for many years, hosted an outdoor ballet performance called the ‘Trolltagen’ (captured by the 

trolls). This performance takes place in the dead end of some famous rapids, the Storforsen, and its music is 

composed with the purpose of blending in with the sounds from the surrounding nature. For a more thorough 

description of the event, see Karlsen (2007). 
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There exists a guild that takes care of Trolltagen. We [the municipality] simply support that guild 

economically (…) we used to take care of it from the beginning, but now the guild has had that 

responsibility for many years. 

 

Members from athletic clubs based in the smaller villages surrounding the Storforsen area 

contribute working hours to the event, but they also gain money from the work to their clubs. 

Also, the local hotels are involved in economic cooperation. In 2004, the year before the 

study, the Festspel i Pite Älvdal made a deal with the Storforsen hotel of splitting 50-50 the 

costs and the income of the Älvsbyn part of the festival. 

Since the Trolltagen performance is a recurring event, and has been performed on an 

almost yearly basis for many years, most of the Älvsbyn festival programme is fixed 

beforehand. However, each year, one or two performers are brought in to give a short concert 

before the ballet. Which artists will be playing is decided by the arrangers’ guild, but since 

this guild is formed by several institutions and organisations, the decision-making is more of a 

bottom-up one than a top-down. Often, they choose professional artists with a local 

connection, which was the case in 2005, when two artists with strong connection to the area 

performed. Also, local amateur and semi-professional dancers participated in the ballet.  

The local industry organisations participating in the arrangers’ guild use the Trolltagen 

event for their own benefits by taking their acquaintances there as part of their marketing 

strategy. In addition, the event has a quite important function in building the identity of the 

municipality. For many years the Trolltagen performance has been an important part of the 

image of the Älvsbyn municipality has chosen to represent itself by towards the outside 

world. This has been done to such a large extent, that when, one year, the ballet was not 

performed, this lead to a mild state of municipality identity crises: 

 

Last year, when there was no performance, it was like a vacuum. What shall we now say about Älvsbyn? 

We do not have Trolltagen anymore… 

 

The performance is seen to bring a certain pride to the Älvsbyn municipality, and it is well 

known in other parts of Sweden. 

The Älvsbyn part of the Festspel i Pite Älvdal is involved in additional cooperation 

through arranging a dance camp for youths in the weeks surrounding the festival. The camp 

includes local dance interested youth as well as participants from other parts of the county. In 
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2005 the participants counted a total of 80 people. This camp has lead to that dance is now 

seen as a more accepted leisure time activity in the municipality, even for boys: 

 

Dance has been given a more prominent position (…) we have had these workshop for a couple of years 

(…) it is starting to being more accepted (…) dance as a form of art, it is a way of moving, a way of getting 

your energy out. 

 

 
Figure 5. Web of cooperation, Festspel i Pite Älvdal, Älvsbyn. 

Festspillene i Nord-Norge 

The Festspillene i Nord-Norge cooperates over four different areas with a wide range of 

institutions, artists, business partners and volunteers. This festival’s cooperation also goes 

beyond the local surroundings in that it includes national institutions and companies and 

international artists. The four areas of cooperation are identified as economy; programme; 

identity; and other cooperation. Hence, in the following, this disposition will be used. 

As mentioned in the introduction, since some years, the Festspillene i Nord-Norge has 

been one of a selected few of Norwegian festivals having the status of 

‘knutepunktsinstitusjon’ (turning point institution). This status brings along secure ministry-

based funding, which means that the Norwegian state sponsors approximately 50 percent of 
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this particular festival’s yearly turnover. This funding also implies a certain responsibility and 

loyalty, and the necessity of keeping a good relationship with the Ministry of Culture and 

Church Affairs: 

 

Well, if the minister says, “jump”, we jump rather lively (…) we have a good relationship with the 

Ministry, even if it is not very active.  

 

A look through the festival’s main programme booklet reveals that Festspillene i Nord-Norge 

receives financial support also on the county level, and not only from the county in which it 

operates. All three of the northernmost counties in Norway, namely Finnmark, Nordland and 

Troms, help sponsoring the festival, as does its host municipality, Harstad. In addition, there 

is a large body of other sponsors, some which may be called local agents and some of which 

belong to the ‘financial elite’ of the Norwegian business world. The main sponsor is the oil 

company Statoil/Hydro, and in general the festival has tried to have cooperation with a few, 

larger sponsors instead of many, small ones: 

 

We try to maintain a pretty tight cooperation, so to the extent that we cooperate with the industry, we try to 

have bigger deals with less companies, so that we are able to contribute [to the business] in a better way. 

 

The relationship with the commercial world is two-ways, in that it is not only beneficiary for 

the festival, but also for the local business. Because of the town’s increase in visitors during 

the festival week, many local agents earn money from the festival, such as hotels and 

restaurants. Some of this is also due to active cooperation between the festival administration 

and the agents’ themselves, for instance the concert schedule has been planned so that the 

restaurants may have as many customers as possible during the festival, which again allows 

them to stay open during the wintertime: 

 

We have a close cooperation with the restaurant business (…) we changed the concert schedule so it would 

be possible for the good restaurants to have two sittings (…) 19.30 does not exist anymore (…) 18.00 and 

21.00 are fine (…) if we have a concert at 19.30, nobody will have enough time to eat before nor after, so 

that time of day has been removed from our vocabulary (…) this is actually about helping ourselves, 

because if I get a visitor, an artist or a sponsor, at the second Tuesday of January (…) I know that “De fire 

roser”8 will be open (…) because they earned so much money in June. 

 

                                                
8 Name of local restaurant, meaning “the four roses”. 
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Another form of economic cooperation takes place between the festival and local arts 

institutions, educational institutions and churches. Many of these are used as locations for 

events, and are thoroughly thanked in the programme booklet under the heading of 

‘cooperating institutions’. Also, the festival cooperates with volunteers from the local 

population, who contribute working hours, and thereby indirectly, money. At the time being, 

the participation of local amateur musicians as performers in the festival is almost non-

existent. However, during the Festspillene i Nord-Norge 2007, some amateur musicians 

participated in the opening ceremony, playing percussion. In addition, some locals with an 

interest in theatre worked as walk-ons in improvisational street-theatre performances 

involving ‘Padoxes’, a group of aliens from outer space. 

Regarding the development of the festival programme, the Festspillene i Nord-Norge 

cooperates with several local agents. However, the cooperation is characterised by a top-down 

orientation, with the festival director as, to use his own words, an ‘absolute monarch’, but 

indeed a monarch who has the ability to interact with and listen to his surroundings. The 

situation of programme development has not always been like this. For many years, the 

festival programmes were developed by the director communicating with a wide range of 

committees, making suggestions for the content. However, this did not always ensure the 

quality of the festival: 

 

[People] were sitting in committees, suggesting each other [as festival participants] (…) the committees 

were about to be removed when I came here, but that process was speeded up a bit, and then nobody could 

suggest anything (…) I am responsible for the programme, so I pick the programme. That’s it.  

 

However, this top-down orientation is not as absolute and strict as it may seem. The director 

and his staff work constantly, among other things by travelling ‘out’ during the wintertime, 

with capturing ‘what is going on’ in the field of music and the arts, and although only 

approximately 10 percent of the programme is built directly on incoming suggestions, there 

exists a network of more or less official consultants, who are rewarded in different ways: 

 

We have a small network of consultants (…) some of them are paid just for thinking about us when they 

see something ‘cool’ (…) others are more in a kind of food- and wine-segment. 
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Also, the festival cooperates with the arts institutions in the north of Norway to find what is 

termed ‘new energies’, in other words communities and artists that are not so visible, but that 

deserve to be drawn to the fore: 

 

We use the festival spotlight to light up someone who needs and deserves light, not the ones who have 

more than enough light already. 

 

In the planning and performance of the youth festival NUK++, which is a festival within the 

frames of the Festspillene i Nord-Norge, there is also a close cooperation with a professional 

team working with mentally handicapped youth, so that this youth festival can be accessible 

for all. As can be seen from above, amateur musicians and artists do not participate in the 

festival programme other than as walk-ons or ‘fill-in’ musicians. However, this has not 

always been the case. Originally, the festival was meant to be a kind of musical convention, a 

place where amateur musicians could meet professional conductors and soloists. Until a few 

years ago, there would also be so called ‘markeringsdistrikter’ (emphasised districts) within 

each festival, meaning that one or two towns, places or districts in the three northern counties 

of Norway would have a chance to present themselves through the festival by producing a 

large performance and showing off whatever cultural life their municipality contained, mostly 

on the amateur level. This has now lost its relevance. Instead, local professional artists and 

musicians are invited to contribute to the festival programme: 

 

The local amateur musician is no longer a participant [in the festival programme] (…) today, the 

[professional] artist living in the north of Norway meets professional artists living elsewhere (…) there has 

been a professionalizing of cultural life, that is to say, if Harstad was to be an ‘emphasised district’ within 

the Festspel i Pite Älvdal, we would have sent professional artists (…) we would have let ourselves be 

represented by our best forces, not by Harstad janissary. 

 

Still, the long tradition of ‘emphasised districts’ is seen has having had large importance for 

the anchoring of the Festspillene i Nord-Norge in its surrounding regions. A smaller-scale 

programme-related cooperation is that between the festival and the church. During the 2007 

Festspillene i Nord-Norge, the programme contained a ‘festival mass’, arranged in 

cooperation with one of the local churches, which was also used as a location for other events. 

The mass was recorded and distributed by the Norwegian Broadcasting Corporation. 

The third area of cooperation is that of identity. According to both persons interviewed 

about the Festspillene i Nord-Norge, the festival is significant for the identity of its host 
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municipality, Harstad. If the festival disappeared, the town’s identity would have ‘a hard 

time’, because it is the only thing that Harstad is known by to the outside world: 

 

There exists no trademark stronger than the festival (…) it is a cornerstone in the building of identity. 

 

At several occasions, there has been plans to move the Festspillene i Nord-Norge to another 

town. Each time, this has been met with a massive mobilisation. Even Harstad’s house of 

culture was built so that it would be possible to keep the festival in town. Regarding the 

building of municipality identity, the festival is described as ‘being in dialogue’ with local 

business organisations and something called the ‘Harstad profiler pool’. However, the 

potential of letting the festival ‘brand’ the town is not seen as fully utilized. That goes also for 

the potential connected to involving the festival in ‘wrapping’ the town, in other words, 

coordinating what the town can offer so it becomes accessible and possible to make use of for 

people coming from outside. This is done to a small extent today, but could have been largely 

improved: 

 

We can make the experience better, the concert experience will be better, going to “De fire roser” and using 

5 times as much as the ticket costs on food and wine [will be better], and if you on top of that could get out 

on the fjord, or up in the mountains (…) that is cool (…) very few attends a concert or the theatre without 

there being an additional experience connected to it, preferably a social dimension, and then you have to 

arrange for it. 

 

In the long run, making such arrangements may also be a way of securing the quality and life 

of the festival: 

 

The festival will not become any better than the town allows for, and therefore we must take responsibility 

for the town’s development (…) [we need to think about] how we can use the festival, which is fine, our 

product is OK, and build on it, so as to maximise people’s experiences. 

 

A precondition for a successful  ‘wrapping’ is, of course, that the town is willing to go into 

increased cooperation with the festival. 

The fourth area of cooperation is a ‘leftover category’, gathering aspects that do not 

necessarily fit into the other areas. One such aspect, is connected to the festival’s main 

sponsor, and concerns a market poll made among the festival audience. The poll has been 

financed and conducted by the sponsor in question, and serves a twofold purpose. Firstly, it 
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provides the sponsor with knowledge about the possible audience they reach through 

supporting the festival, and secondly it enables the festival to take better care of its audience. 

The adjustment of the concert schedule in order to allow the restaurants to have two sittings 

has already been mentioned above as a form of economic cooperation. However, adjustments 

of the events are also made in relation to other local agents, such as the manager of the local 

house of culture. This is done in order to avoid competition and allow each agent to fill out 

their own niche, and may be seen as a kind of ‘cultural of division of labour’: 

 

The manager [of the house of culture] thought I was crazy when I first came here, because I told him that it 

is very important that we have as little as possible in common. [He] gets to have the national top artists 

coming in (…) and then we can take care of the rest. We do not compete on well-known, Norwegian 

names; that is his part. [We] will be the ones to plough new fields (…) [we] have a lot of support from the 

state, the municipality and the county for doing so, that is how I see it. 
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Figure 6. Web of cooperation, Festspillene i Nord-Norge. 
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Jutajaiset Folklorefestivaali 

The cooperation-web of Jutajaiset Folklorefestivaali also stretches itself over four different 

areas, namely economy; programme; marketing; and other forms of cooperation. As with the 

Festspillene i Nord-Norge, this Finnish festival has cooperation that goes beyond its local 

surroundings, as regards financial resources as well as artistic contributions. 

The Jutajaiset Folklorefestivaali has a close relationship with its municipality, with 

cooperation that covers several ‘layers’ or areas. One of these areas concerns economy, and 

each the festival administration negotiates with the Rovaniemi municipality cultural sector 

about the theme of the festival and the city’s financial contribution. However, this is only 

approximately 10 percent of the festival’s budget. Other money comes from the Finnish 

Ministry of Education and sponsors, whose identity can be found reading the festival 

programme. Some of the larger sponsors even finance their own concerts within the festival, 

and are allowed to bring their employees there. As above, volunteers contribute working 

hours, and there are lots of local agents that seem to benefit from the festival. This concerns 

especially the hotels and camping, the local tourist operators, restaurants and business in 

general: 

 

For the tourism industry [the festival] is a good thing. And also a lot of people use local restaurants in the 

Jutajaiset festival area, things are selling quite good (…) The Jutajaiset time is the time when all the 

accommodation places are quite full. [The festival attendants] bring money. They sleep and they eat and 

they buy things 

 

As with the other two festivals, some of the economic cooperation concerns institutions, in 

this case the municipality and the church, making available sites for concerts and other events, 

thereby giving indirect financial support. 

The Jutajaiset way of developing the festival programme, can be described as bottom-up 

oriented. At least three main groups are seen to affect the programme content in negotiations 

with the festival board and director, namely the Rovaniemi municipality’s cultural sector; 

different lobby groups standing behind the festival; and the strong local dance groups on 

which the festival is partly built. From the municipality sector, these negotiations are 

described as quite easy, because they can trust that the festival board works in accordance 

with their wishes and aims: 
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They [the festival board and director] are moving or developing the festival in a direction that we like, so 

[the negotiation] does not take a long time (…) the cooperation is very easy, it is one of the easiest 

negotiations we do. 

 

One of the aims of the Jutajaiset Folklorefestivaali is to have a diverse programme, which has 

the ability to attract a large and broad audience. To ensure that different interests are met, 

there exists a festival committee, in which different organisations have a representative: 

 

There are different organisations behind the festival, all of these have a representative in the festival 

committee and protect the interests of their respective members, so that the programme will benefit them. 

 

One of the reasons that the Sami culture is not represented in the festival to a larger extent is, 

according to one of the interviewees, that the Sami people in the Rovaniemi region have no 

organisation, which can fight for their interests, and hence, they are not represented in the 

festival committee. A third force behind the development of the festival programme is the 

local dance groups Rimpparemmi and Siepakat. These are strong, local groups with a national 

reputation and with a wide web of international contacts in the area of folklore. The Jutajaiset 

has extended cooperation with these groups, and they have large impact on the festival 

programme: 

 

The groups are responsible for the festival programme in 2008 (…) they are strong groups, which make the 

basis for the festival (…) this cooperation is a good thing; it is basically the reason why the festival is alive. 

 

Of course, the dance groups do not participate only as programme developers, they also play a 

very active role in the festival events, staging their own performances as well as participating 

in others’. Local amateur musicians also participate; in the 2007 festival represented among 

others by choir singers from all around Lapland, children participating in an accordion 

concert, and the orchestras accompanying the two local dance groups. Also, some concerts 

involved professional musicians based in Rovaniemi or its surroundings, such as the organist 

in the town church and the Lapland Military Band. As with the Festspillene i Nord-Norge 

above, the church also participate in the making of the festival programme, by producing a 

festival mass, using its ordinary staff and liturgy, but involving festival musicians and artists. 

The Jutajaiset Folklorefestivaali’s third area of cooperation is that of marketing. Indeed, 

this is an area that shows very well the interrelation between the festival and the agents with 

whom it cooperates. The municipality of Rovaniemi, the hotel and camping businesses and 
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the local tourist operators all contribute in marketing the festival. However, they also use the 

festival actively for their own marketing purposes. Since the Jutajaiset Folklorefestivaali is 

one of the main cultural activities in the Rovaniemi region, it becomes important, especially 

since the town’s new marketing strategy involves attracting more summer tourists, and the 

festival is the largest summer event: 

 

The Jutajaiset is one of the main cultural activities in the Rovaniemi region, and the City Council uses it for 

marketing the town (…) In the new marketing plan of Rovaniemi, the Jutajaiset will have a more important 

place. More and more towns use cultural events as part of marketing, and this makes the Jutajaiset more 

important, the festival gets a more prominent position in the marketing of Rovaniemi. The Rovaniemi area 

needs to attract more summer tourists, and then the festival has an important function [because] this is a 

rather large event. 

 

For much the same reasons, the festival is also marketed by the Tourist in Lapland company. 

Since Rovaniemi normally is a ‘drive-through-town’ in the summertime, due to all the tourists 

heading north to the North Cape in Norway, there is a need and a wish to make some of them 

stay for some days, and here the festival might function as a magnet. Since such stays also 

tend to benefit the hotels and the camping areas, they participate in the marketing. An 

additional, more indirect marketing cooperation also takes part during the festival. This 

concerns people from the town’s surrounding villages coming in to the city and selling 

homemade goods. In the 2007 edition of the festival, this was arranged through building small 

cottages that surrounded the town square, in which the village inhabitants would sell food 

typical for the area and different kinds of handicraft material. This is a way for them to market 

themselves, but also a way of marketing Lapland. It is, according to one of the interviewees, 

in a way an exhibition of what people do in the northern parts of Finland.  

When it comes to the field of ‘other cooperation’, it is evident from the interviews and 

the festival programme that the links between the festival and the municipality of Rovaniemi 

are strong. The yearly deal between the festival administration and the cultural sector includes 

arranging the town’s official midsummer event, which is a very important celebration in the 

Scandinavian countries, and in Sweden and Finland in particular. There is also cooperation 

concerning a cultural children and youth programme called ‘the magic lamp’. As the festival 

director also works for the council that is engaged in the regional development of Lapland, 

and is a member of the City Council, he has several roles, and is in fact placed above as well 

as beneath the head of the municipality’s cultural sector, when it comes to decision-making. 

As mentioned above, the two local dance groups Rimpparemmi and Siepakat make in many 
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ways the basis for the Jutajaiset Folklorefestivaali, not only by virtue of their abilities as 

performers, but also because they have a large, international network, which makes it possible 

for the festival administration to invite artists from all around the world. This cooperation is 

seen as vital for the future existence and growth of the festival. 
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Figure 7. Web of cooperation, Jutajaiset Folklorefestivaali. 
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The festivals’ contribution to processes of glocalisation 

As mentioned above, festivals are in a unique position to bring together the local and the 

global and thereby contribute to processes of glocalisation. In the sections below, four 

different dimensions of ‘glocalisation work’ found within either the interviews or through the 

participant observations, are described. The dimensions include ‘reaching out’, using the 

festival as a vehicle for incorporating and relating to international trends and cultural 

expressions; ‘letting in’, or in other words opening the local space to ‘the world’ or to 

international practices but also to recognise older, historical processes of glocalisation; 

‘facilitating for meetings’, which is where the festivals contribute to identity development in a 

multinational arena or becomes an explicitly active agent in local-global networking; and 

‘musical glocalisation’, in which the music and the musicians, through live music expressions 

and performances, create glocalised musical rooms by for instance universalising and 

deconstructing local cultural practices, participating in each others’ music or facilitating for 

meetings between different musical localities. As opposed to the above presentation of the 

findings concerning the first research question, the findings in this section are not presented 

according to each particular festival. Rather the categories derived from the empirical material 

have been decisive for the structuring of the text. 

Reaching out 

All three festivals investigated had, in different ways, programmes that involved seeking out 

of the local, towards the international.  However, this characteristic was perhaps most evident 

in the programme of the Festspillene i Nord-Norge, featuring artists and performances from a 

wide range of places and countries, such as Bulgaria, Caucasus, Siberia, Brazil, Armenia and 

the USA, in addition to presenting a wide range of artists from Norway and other 

Scandinavian countries. One of the interviewees emphasised this reaching out towards the 

international as important for the festival in particular, but also as a necessity for the local 

artists in this area. In fact, the Norwegian capital, Oslo, is no longer seen as the self-evident 

art or music centre, as it used to be, instead artists look upon the world in large as their basis 

for work and cooperation: 

 

The world is international and for the present generation of artists from the north of Norway, the world is 

their place [of work]. Oslo is seen as a place where you have to change flights (…) on your way further out. 

This has to do with our everyday media situation, it has to do with new technology (…) an artist living here 
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today may just as well work with people living in Caucasus, Australia, Iceland or Argentina, or anywhere, 

really.  

 

Regarding the Festspillene i Nord-Norge, there was also a consciousness concerning how the 

festival related to international trends in the festival world. According to one of the 

interviewees, after the September 11, 2001 attack on the World Trade Centre, the 

international festival trend, at least in the Western world, has been to ‘re-invent your festival 

idea’. This implies focussing on the content, the core and the original idea of the festival 

rather than on how many litres of beer or how many hamburgers that are sold:  

 

It went more towards: What are we actually doing here? (…) Back to the roots. Primarily it was a North-

American tendency, but all of festival Europe is turned towards the west, so... 

 

In relation to this particular festival, re-inventing its idea has meant focussing on what the 

festival is about in addition to just running it and getting it going, and that is, in large, to make 

sure that the Northern areas are about more than just ‘petroleum and fish’, to participate in the 

late modern making of these areas and to add the dimension of culture and the arts.  

Another way of reaching out is to let youngsters get in touch with international youth 

culture through the festival. The Festspillene i Nord-Norge is also in this matter the most 

evident festival. During the NUK++, the youth’s part of the festival, the participants are 

introduced to current cultural expressions and get to try them out: 

 

We have a youth programme, which is consciously directed towards not getting the most commercially 

‘right’ artists. Rather we pick 150 of our most creative youth (…) for a 6 days long workshop situation 

featuring cultural disciplines that are not available in everyday life (…) such as media workshop, re-design, 

graffiti, new circus and capoeira.  

 

The long-term purpose of these workshops is to train the society’s future decision-makers.  

In the interviews related to the Jutajaiset Folklorefestivaali, we also find the theme of 

participating in international tourist industry. Rovaniemi, the town that hosts the festival, is 

famous for its Santa Clause village, which draws thousands of tourists every year, especially 

during the winter. A wish from the municipality as well as the festival, is that the festival 

should be one of the things that could attract tourists during the summer, and in this process, 

the Internet is seen as an important artefact: 
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I think people are quite actively following the (…) summer season round, and because of the Internet it has 

become more popular (…) people are planning their holidays according to the festival. 

Letting in 

There are different ways of letting the world ‘in’ to local space. Reading the interviews, it 

seems that all three festivals, either by their representatives or by the audience, is seen as 

events that allow for this to happen. That the festival brings the world to its host municipality, 

or that ‘the world’ can be experienced by attending the festival, is occurring several times 

during the interviews, and was even a slogan of the Festspel i Pite Älvdal some years ago9. 

One of the interviewees connected to the Festspillene i Nord-Norge put it like this: 

 

People come and give me feedback, saying that we have finally gotten the world to Harstad.  

 

For the Jutajaiset Folklorefestivaali, this is also an important aspect of the festival, both the 

responsibility of making ‘the world’ available for people living in the Northern areas, 

implicitly indicating that this may be easier available for people living in the south, but also 

for attracting audience: 

 

[The festival] must have some carrots in the programme (…) it makes Rovaniemi more attractive (…) it 

makes the city interesting. 

 

Another way of ‘letting in’ is related to what I have chosen to call ‘historical glocality’, or in 

other words, through the festival connecting to the glocalisation processes that have taken 

place in the festival’s area throughout the centuries. During one late festival night, one of the 

Festspillene i Nord-Norge interviewees made such connections clear to some of the 

participating musicians in an attempt to tell them what the festival was really about: 

 

[I wanted to] say a few words about where in the world we are, what is the theme of the festival this year, 

why the Norwegian-Russian border is interesting in so many ways, related to the meeting between east and 

west, it is perhaps the largest poverty-border in the world, it is important when it comes to environmental 

questions, nuclear weapons, and at the same time it is a meeting between the Roman and the Byzantine, all 

these things and all these fantastic resources in the sea, everything is set for conflict (…) but there has never 

                                                
9 ”Norrbotten – mitt i världen” (North Bothnia – in the middle of the world). 
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been an armed conflict between the people [living here] (…) this is the background of what we are doing, 

this is why the theme of the year is ‘border-crossing exercises’10.  

 

The third, and last, aspect of letting the world in is found in a localisation of international 

educational practices. This concerns especially the Festspel i Pite Älvdal, which, through its 

master classes, import the traditional master-apprentice relation found, among other things, in 

connection with the teaching of Western classical music, into local space. These master 

classes are seen as an important part of the festival, and especially emphasised is the fact that 

they draw students from all over Europe: 

 

The master classes (…) are a very large part of the festival (…) all the students coming here [from different 

parts of Europe], I think that is fantastic. 

Facilitating for meetings 

Music festivals facilitate for meetings of many kinds; musical meetings, which will be 

attended to in the next section, but also meetings between for instance cultures, artists and 

keepers and seekers of knowledge.  

One of the main, extra-musical aims of the Festspillene i Nord-Norge is to contribute to 

development of a joint identity in a multinational area, or, in other words to participate in the 

making and remaking of the Northern periphery, defined as the northernmost parts of 

Norway, Sweden, Finland and Russia. This is seen as a crucial aspect of the festival: 

 

[We] have to build bridges between the Northern people; otherwise this is going straight to hell.  

 

Therefore, as already mentioned above, reinventing this particular festival’s idea is connected 

to contributing to developing this area, and facilitate for meetings between its different 

cultures and nations and even creating connections between different ways of understanding 

the world; the ancient and the contemporary: 

 

This is about taking care of that the Northern areas, as we are about to shape them now (…) are about more 

than petroleum and fish (…) it is about the development of these areas, which live in the span between their 

own mythology and modernity (…) we are not alone in this field, but we will certainly take part (…) we are 

going to make sure that culture and the arts are part of this picture. 

                                                
10 ’Border-crossing exercises’ was, in fact, the slogan of the Festspillene i Nord-Norge in 2007, and it was 

mirrored in many of the festival’s events. 
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As can be seen from the festival-related cooperation-webs displayed above, all festivals 

concerned facilitate for meetings between professional local and international artists. The 

Festspel i Pite Älvdal and the Jutajaiset Folklorefestivaali also include amateur and semi-

professional artists in such meetings, however, for reasons discussed above, the Festspillene i 

Nord-Norge has more and more moved away from such an approach. Another aspect of 

meetings comes through in the interviews related to the Jutajaiset Folklorefestivaali, namely 

that a music festival may be a meeting place for keepers and seekers of knowledge throughout 

the world through their efforts of providing courses and master classes. A story, told by one 

of the interviewees, exemplifies this matter: 

 

Usually the teachers [for the courses] will come from all around the world. I have also seen participants 

coming from very exotic places (…) last year we had (…) tango courses from Argentina, and I saw people 

coming from the USA to Rovaniemi to learn tango (…) one man came here from [a place] very far away, 

just to learn the tango. 

 

Emphasised especially in the Jutajaiset interviews, is that this particular festival is seen to be a 

very active agent in local-global networking. The festival staff, who have connections on the 

national as well as the international level, do not only use these for their own benefit, they 

share and distribute their network also within the municipality: 

 

They [the festival staff] work on the national level and on the international level, and it is not so that they 

only have their own connections and they work with this and this country and these and these people, but 

they work with us [the municipality representatives]. 

 

Rather than characterising the festival as a community, which she sees as a kind of closed 

entity, this interviewee describes it as a ‘networking group’, because of its openness towards 

surrounding organisations and collaborators. 

Musical glocalisation 

As mentioned above, music festivals facilitate for musical meetings of different kinds, 

meetings that take place through the music itself, often in non-verbal, musical communication 

among performers but also between the performers and their audience. The aspects of musical 

glocalisation that are displayed below have been derived mostly from the field notes written 

during the participant observations of the festivals’ events. I have looked for features of the 
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merging of the local and the global within and through such communication, in observations 

related to performances of a wide range of musical styles and genres. 

The first aspect concerns how, through performances and information given in 

connection with these, the local may be seen as international through a universalising and 

deconstruction of local cultural practices. In exemplifying this, I attend especially to a folk 

music performance during the Festspel i Pite Älvdal in 2005, through which it became 

apparent, from the music itself but also through the musicians commenting upon it, that what 

we perceive as ‘our’ local, regional or even national folk music, may in fact be a 

multiculturally shared musical expression. Songs have, for ages, travelled across borders, and 

the same or similar lyrics and tunes may be found within different countries. Lifting this up 

during a performance contributes to a deconstruction and a new understanding of what is seen 

as local practices.  

Musical glocalisation also involves participating in each other’s music. A good and 

illustrating example was found during the opening concert of the Festspillene i Nord-Norge. 

The concert featured three different ensembles, namely the jazz-oriented Moscow Art Trio; 

the women’s choir Angelite, singing Bulgarian folk music; and Huun-Huur-Tu, a Siberian 

folk music ensemble. My experience of the concert, as a participant observer, was that the 

musicians did not only play their music ‘side by side’, which often may be the case under 

such circumstances. By taking as a point of departure some basic, joint elements in their 

particular, ‘local’ musics, and also engaging in improvisation, the ensembles were actually 

able to participate in each other’s musical localities, and create a joint, new expression. 

The side-by-side meeting of different localities was also present at this particular festival, 

for instance at a concert with the choir Angelite or in the arts exhibition named Border-

Crossing Exercises. The second Angelite concert11 concerned their locally bound folk music 

meeting a characteristic, Norwegian mediaeval church, bound to its own locality, its physical 

surroundings. My field notes show my surprise concerning how two different, national 

aesthetics, in this case musical/visual, actually seemed to have a common denominator: 

 

With all the altarpieces in gold-green-red, the choir seems strangely indigenous. It is a similar aesthetic 

[expression]. Does a joint, European folklore aesthetics exist? 

 

                                                
11 The choir had more than one performance during the festival. 
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The exhibition was not about music, and is perhaps more an example of ‘artistic glocalisation’ 

than ‘musical glocalisation’; still, it is a valuable example of how different localities may 

meet. Artists from a wide range of countries explored the theme of crossing borders through 

for instance photography, sculptures and video installations. Quite many of them had taken 

real landscapes situated close to borders as their point of departure, and this made the 

exhibition a venue for the meeting of these different localities, without actually creating 

interaction between them.  

The fourth aspect of musical glocalisation involves international artists meeting in local 

space. Again attending to the Festspillene i Nord-Norge, this was the case when the North-

American vocal quartet New York Voices met the Brazilian musician Ivan Lins in Harstad’s 

house of culture. The musicians had never played an entire concert together, and met in 

Harstad to practice and play this particular festival performance. A related aspect is presenting 

international cultural expressions in local settings, such for instance putting up a jazz concert 

with standard songs in Rovaniemi church during the Jutajaiset Folklorefestivaali.  

The last example of musical glocalisation is again taken from the Festspillene i Nord-

Norge and involves a multiethnic meeting between styles and musicians that are being moved 

to different parts of the world. The Festspillene i Nord-Norge is not just a festival, it is also 

engaged in arranging events throughout the year. One such event is the ‘Border-Crossing 

Exercises 2’, which is also called ‘Arctic Sub-circle’, which is described as an Afro-

Caucasian meeting at the North Calotte. The music for this performance is composed by a 

Norwegian musician, specialising in Afro-American and Afro-Cuban music, and it is 

performed by musicians from Norway, Armenia and Mali, playing mostly vernacular music. 

This musical meeting will be moved from Kirkenes in Norway to Istanbul in Turkey, and 

back to Harstad in time for the festival in 2008. When telling about this project, the 

interviewee draws long lines, geographically and historically: 

 

There is no doubt that Norwegian popular music begins in Africa, or that Western popular music begins in 

Africa, and Norwegian folk music definitely starts in Caucasus, so this is a meeting between many different 

cultures. If you look at our ancient ‘traffic arteries’, you will see that Caucasus is our old Miklagard12 (…) 

the Harding fiddle13 does not come from Valdres14, you know (…) it comes from the East, there are some 

really funny connections here. 

                                                
12 Miklagard was the old, Norse name of Constantinople. 

13 Harding fiddle is a Norwegian folk music instrument, a violin with four melody strings above the fingerboard 

and four or five wire sympathetic strings below. 
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This is presented by the interviewee as yet another way of building bridges between the 

Northern people by using the festival. 

Stories about the host municipalities as told through the festivals 

In the chapter dealing with theoretical framework and previous research, festivals were seen 

to have the abilities of contributing to reshaping and creating history as well as providing 

opportunities for drawing on shared stories. In addition, two dimensions of festival-related 

identity work were drawn to the fore, both possessing narrative features, namely the 

opportunities festivals have for functioning as outward manifestations of community identity 

as well as for reinforcement of ‘inward’ social and cultural community identity. In a narrative 

perspective, the first dimension may be seen as the story told about the host municipality 

through the festival towards the outside world. The latter is about the festival-related story 

told to the inhabitants of that particular municipality themselves. In the following, I will 

merge the outward-inward dimensions in trying to answer the research question of what kinds 

of stories are told through the festivals about their respective host municipalities. To give the 

reader an idea of these municipalities, I will also attend to the kinds of more general stories 

that are told about the municipalities in the available data. The texts below may hence be seen 

as a kind of narratives constructed on background of the interviews, the observations and the 

documentation.  

Festspel i Pite Älvdal – emphasising the local municipality as a centre in its own 

reality 

Stories about the Festspel i Pite Älvdal and its host municipalities are displayed in full 

versions in one of my earlier publications (Karlsen, 2007). Hence, what will be told here may 

be understood as a summary of those four municipality-festival stories, emphasising their 

similarities as well as their differences. This will also be the case when looking into what 

kinds of stories that are told through the festival about the respective municipalities.  

 The host municipalities of the Festspel i Pite Älvdal, Arjeplog, Arvidsjaur, Älvsbyn and 

Piteå, may, in the given order, be placed on a fictive line, going from a left to a right pole 

where, on the left side, there is the inland; small, peripheral and mainly rural municipalities; 

and little activity when it comes to concerts and other cultural events, and on the right side 

there is the coast; larger, more urban municipalities; and a lot going on in the cultural sector. 

                                                                                                                                                   
14 Valdres is valley in the southern part of Norway, known for its rich folk music tradition. 
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However, all municipalities must be considered rather small, and have that in common that 

they can be difficult to access for a person coming from outside. Also, they are quite 

conformable, and when describing who attends the festival and who does not, two of the 

interviewees paint a quite stereotypic picture of female versus male leisure time activities: 

 

Interviewer:  Who attends the festival? 

 

Interviewee 1: It is the usual ‘carriers of culture’, middle-aged [people] and above, mostly women 

(…) 

 

Interviewer: And who does not attend the festival? 

 

Interviewee 2: The youth. 

 

Interviewee 1: The youth, and the women’s men, if they do not come along, which happens quite 

often (…) sometimes it feels like they are ‘dragged along’ (…) [normally] they do not 

attend. 

 

Interviewer: Why not? 

 

Interviewee 1: They do not attend anything, these men. 

 

Interviewer: But what do they do, then? 

 

Interviewee 1: They build saunas. 

 

Interviewee 2: Now you are being categorical (laughter) (…) 

 

Interviewee 1: They build things, and then they have other interests, often they are very interested in 

sports, they watch sports on the TV and they hunt, and then they have their 

snowmobiles.  

 

Of course, there are also large differences between the four municipalities. One of the most 

obvious differences concerns the degree of ‘perceived peripherality’. All the municipalities 

are situated at least 850 kilometres from the Swedish capital, Stockholm, which means that 

they are quite peripheral if thinking in a traditional way, meaning that the capital is the self-

evident economic and cultural centre. However, this does not seem to be a valid 

understanding for the people living in Piteå. This municipality is characterised by a strong 
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consciousness about its own centrality, and also by the ‘Piteå-spirit’ as summed up in a song 

by a local band: “We can do it ourselves”, implying a strong, common agency and resistance 

towards anything that may be forced upon the area from Stockholm. The three other 

municipalities are more aware of their peripheral position in different ways. Älvsbyn is 

presented by the interviewees as being a suburb to Piteå. Interestingly enough the perceived 

peripherality is not towards the capital but towards the stronger neighbour town. Arjeplog and 

Arvidsjaur are very well aware of their peripheral position in general, and according to one of 

the interviewees, as an inhabitant you are asked, by people living elsewhere, how it is 

possible to actually live ‘up there’.  

The relation between the Festspel i Pite Älvdal and its host municipalities also differ to a 

large extent, and the largest difference is seen between Arvidsjaur and the other three 

municipalities. When Piteå, Älvsbyn and Arjeplog is concerned, these municipalities all have 

quite well-developed relations to the festival, grounded in tradition, a wide web of 

cooperation with local agents (as can be seen above), and using the festival as a trademark in 

different ways. As with Piteå, the festival has existed for 25 years and it is part of the town’s 

building of its image as a ‘music town’. In Älvsbyn, the festival-related event Trolltagen has 

been attended by almost all the inhabitants, and it has a significant place in the marketing of 

the municipality towards the outside world. Arjeplog has a long tradition of arranging 

festivals, and the Festspel i Pite Älvdal is seen as a successor of the previous festival 

Lapplands Festspel. It is also one of the very few events that bring Arjeplog into any kind of 

national media. Whereas in Arvidsjaur, there are no previous tradition of arranging festivals, 

little knowledge of how to use such and event, and as can be seen from the cooperation-web, 

little contact between the municipality and the Festspel i Pite Älvdal. In general, the festival’s 

presence in Arvidsjaur must be considered too intangible to be able to say that it somehow 

contributes to the development of local identity.  

The most significant and strongest story told through the Festspel i Pite Älvdal in 2005 

was that of the local municipality being a centre in its own reality. Although the festival 

presented some international artists, they were not a very visible feature, and most of them 

only visited Piteå. The majority of the performers was Swedish, and many of them even came 

from the festival’s host municipalities or the surrounding areas. From the section concerning 

the festivals’ cooperation with local agents, we can see that the reference groups attended to 

in front of the 2005 Festspel i Pite Älvdal suggested familiar concert concepts and the 

inclusion of local artists as means to regain the festival’s lost audience. This advice was 

certainly followed, and the festival included several familiarities, such as the courtyard and 
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the ‘Tonträff’ concerts (see list of observed events). With the exception of Arvidsjaur, all the 

involved municipalities had events featuring local professional or semi-professional artists, 

and these were attended by a huge audience. Arjeplog hosted two concerts, one featuring two 

young Sami singers and one featuring a Swedish folk music singer plus quite many local 

amateur and semi-professional performers. In the beginning of the ‘Trolltagen’ performances 

in Älvsbyn, two locally connected musicians would perform and in Piteå there were several 

concerts using local forces. Two of the Piteå-events did, in particular, emphasise the centrality 

of the local, and below I will give some examples from my field notes to strengthen this view.  

One of the ‘Tonträff’ events was clearly built upon the ‘myth of the Pitebo15’. The 

performing artists had put together a musical stand-up show in which she sang well-known 

tunes with new texts in the local dialect, Pitmål, and made jokes about local ways and habits 

and referred to current municipality incidents. I wrote: 

 

Middle-aged people, couples, friends, a buffet, people are eating, drinking and having a good time. [The 

show is] a kind of stand-up with music (…) she [the performer] connects to the local (an accident outside of 

Hemmingsmark, how slow the people are who live in Kalix et cetera). [This is a kind of] popular humour – 

quite funny actually (…) she plays with the local all the time, prejudices against other, nearby 

municipalities as well as a confirmation of own identity (…) the audience clearly do recognise themselves, 

they laugh (…) is this a kind of celebration of own identity? 

 

The second event was the courtyard concert featuring the Spanish ‘Latino’ band Costo Rico 

and the local folk rock band Euskefeurat. The festival administrators had put these two bands 

in the same concert, probably with the purpose of introducing the audience to new genres, but 

as it turned out, the large audience (about 2 500 people) was there mainly for the Euskefeurat, 

and did not engage much in the music presented by the Costo Rico band. I quote from my 

field notes: 

 

Costo-Rico, Barcelona. Latino-swinging music. We are encouraged to ‘shake it’ (…) [they play] rumba, 

people are encouraged to rise up and dance. Samba. Only one person [out of 2 500] is dancing.  

 

In general, the singer of the band worked really hard to reach out to the members of the 

audience. However, they were waiting for their local heroes: 

 

                                                
15 This is the slang name for people living in Piteå, preferably those who are born and raised there. 
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[The festival manager] introduces Euskefeurat – big applause! (…) People applaud without being told to do 

so. Several sing along. The band takes the little man’s perspective (…) engages the audience (much more 

than Costo Rico) (…) the band offers stories in between the songs, not about musicians, but about places 

and people [in North Bothnia16].  

 

Altogether, storytelling must be considered a keyword when it comes to the Euskefeurat 

performance. Not only did they tell stories in between the songs, the songs themselves were 

also stories, mainly about what it meant to be an inhabitant of North Bothnia or a Pitebo. The 

songs concerned for instance the battle of North Bothnia against the rest of Sweden; informal 

economy as a proper way of surviving in smaller communities; the outback’s scepticism 

towards unnecessary technical equipment; and the resistance towards whatever the Swedish 

government would come up with concerning this northern area. The core message of the band 

was summed up in the refrain referred to above: “We can do it ourselves”. 

Festspillene i Nord-Norge – strengthening the urban and displaying strong, 

international bonds 

Harstad is a smaller, quite ordinary town, seen in a Norwegian perspective. It is well equipped 

with a house of culture, a cinema, a couple of good restaurants, a football pub and an even 

more ‘popular’ pub – a place of rather large sub-cultural variation, but unfortunately this 

diversity is not very visible when looking at the town from outside. Seen from the south of 

Norway, Harstad is a peripheral town, a place southern people wonder whether it is possible 

to really live.  When looking at it from the larger, even more northern town of Tromsø, 

Harstad is a ‘sleeping town’, a place for nuclear families with two adults, two children and a 

DVD-player, rather conformable and bourgeois. In addition, the inhabitants are not very good 

at making the town lively: 

  

The people living here are not so good at making their own town a lively place (…) we need someone from 

outside to do that, because we are too busy with sitting in our expensive sofas (…) this little town has got 

five furniture stores (…) and all of them make very good money. 

 

                                                
16 North Bothnia is the northernmost county in Sweden, and the county in which Piteå, Arjeplog, Arvidsjaur and 

Älvsbyn is situated. 
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However, Harstad does also have many facilities that make it necessary for the people living 

in the surrounding, smaller municipalities to visit the town. In this respect, Harstad functions 

as a regional centre, also when it comes to culture and the arts: 

 

We have a grand house of culture, which can seat a 1000 persons, so we have pretty big performances there 

(…) people in the surrounding municipalities look upon Harstad as a kind of – yes, these are large words – 

a kind of cultural metropolis [laughter].  

 

According to the interviewees, Harstad has had several identities, ranging from the ‘the 

shipyard town’ and ‘the town of the Armed Forces’ to ‘the trade and business town’. Today, it 

is none of these things. Some might connect Harstad to the oil centre located there, however, 

most of all Harstad is now known as ‘the festival town’, thanks to the Festspillene i Nord-

Norge. This festival is putting the town on the map, speaking in a national perspective, and it 

is the institution that brings most people from outside into Harstad. Quite a lot of the town’s 

identity is connected to the festival; it is by far considered to be its strongest trademark: 

 

If you removed the Festspillene i Nord-Norge, Harstad would appear as quite naked, I think, I would say 

more stripped than just by the disappearance of the festival (…) it is difficult to quantify identity, but if the 

one thing that makes your town known outside the town itself disappears, then you have a little problem… 

 

The ability of the festival to make Harstad visible in national media is especially emphasised, 

but also the fact that many people earn good money connected to its events, and that people 

who do not attend the festival still have a positive experience, after all it affects how they 

perceive of their own municipality. Still, not everything is idyllic; through the interviews it 

also comes to the fore that the Festspillene i Nord-Norge, during its 50 year long history, has 

participated in the social stratification in Harstad, by being connected to ‘high-brow’ culture. 

The Festspillene i Nord-Norge would, according to the interviewees, be part of a joint, 

inhabitant-constructed story of Harstad, but that story would also contain sausages (due to the 

municipality hosting a large sausage factory), shipyards, herring, fish in general and the 

bourgeois business environment. The quality of the festival is definitely connected to its 

identity-building abilities, which is explained as the ability to create a kind of resonance:  

 

It [the festival event] must strike something [in you] and build further on that experience (…) I think that 

will be determining for what the Festspillene i Nord-Norge is going to build on for the future (…) that 

quality, striking something, striking an identity, that is, like, really important 
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Interviewer: So, this is about some kind of resonance? 

 

Yes, it is, it has to become part of a soundscape that is already there. 

 

Looking through the field notes from the observed festival events and the festival 

programme, several, parallel stories or sub-stories are told about the Festspillene i Nord-

Norge’s host municipality, Harstad. In this text, I will draw three of them to the fore; that is 

the story about the peripheral and the omitted; about being a Northern meeting point of 

cultural action; and about strengthening the urban features and displaying strong, international 

bonds. 

The opening ceremony of the Festspillene i Nord-Norge took place in the central town 

square. The ceremony contained, as is usual, speeches from the mayor, the festival director 

and even the Minister of Culture and Church Affairs and several musical performances, 

among other things a spectacular piece of music composed especially for the occasion, 

performed by musicians situated in the houses surrounding the square. Harstad and its festival 

were praised for its status as a regional centre and its abilities to contribute to processes of 

border crossing and bridging between cultures. However, in the middle of this celebration, an 

author appeared in a Sami costume, reading a poem that reminded us that quite a lot of people 

was or had, in earlier times, been omitted from, not only this celebration, but from the 

community that it originated from and that it also helped creating. The poem was about the 

peripherality of the Sami people living in the smaller municipalities surrounding Harstad. It 

was presented as ‘an epos for those who have been robbed’. It was a song about poverty, 

about having low social status and being discriminated, linguistically and in other ways. A 

song about injustice, the oppressed and ‘those who are not seen’, about what it does to your 

sense of self when places, which you love, are renamed with ‘correct’ Norwegian names. In 

short, the poem was about how someone can be made periphery, by being omitted from a 

community. Another aspect of peripherality was touched upon by the youth project FINN 

BYiNN. The project’s name is a combination of FINN, which is the acronym of the 

Festspillene i Nord-Norge, but which is also the imperative form of the Norwegian verb ‘å 

finne’ – to find, and BYiNN, in which ‘by’ is the Norwegian word for ‘town’, but where also 

‘byinn’ is a dialect word for  ‘begin’ or ‘start’. The project concerns how to transform 

northern, peripheral towns into urban, attractive environments. During a series of photos and 

installations, the attendee is presented to different ways of thinking about and utilising urban 
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space. The photos show a story of stagnation, but the project itself appears as a way of 

transforming this into a story of potential. 

Throughout the festival programme and also through many of the festival events, the 

Festspillene i Nord-Norge enabled Harstad to be seen as a Northern meeting point of cultural 

action. In fact, the festival programme in many ways mirrored one of the interviewee’s words, 

referred to above, about how the festival wanted to take actively part in the making and re-

making of the Northern areas, and facilitate for meetings between the different cultures and 

nations situated there. In an article about ‘Pikene på broen’17, the curators of the festival 

exhibition Border-Crossing Exercises, the dislocation of the traditional centre-periphery 

location is drawn to the fore, but also the use of culture and the arts for creating human 

agency and new, political space: 

 

[Their work has] been about generating artistic quality among the most outstanding international [artists] – 

and hence dislocate the relation between what has been seen, traditionally, as centre and periphery. Artistic 

innovation is not any more reserved for capitals and international art biennales – perhaps on the contrary 

(…) this is about politics, but it is also about the girls’ utilisation of arts for influencing and creating new 

rooms for politics and, not least, real rooms for human action.  

 

By reading the examples in the section dedicated to describing how the festivals’ contributed 

to processes of glocalisation, many of them taken from the Festspillene i Nord-Norge, we can 

also find many illustrations of how specific events during this particular festival made Harstad 

a meeting point, not only on paper or through spoken statements, but through actual cultural 

action. As is described above, some of the strongest meetings happened through musical and 

artistic interaction, a mostly wordless communication between different musics and various 

forms of art.  

The third story told about Harstad through the Festspillene i Nord-Norge, was that of a 

town that wants to strengthen its urban features and display strong, international bonds.  

Looking at the total of the festival programme, it contained a manifold of artistic and musical 

expressions from a variety of nations and cultures. The municipality’s status as ‘international’ 

was emphasised already in the mayor’s speech during the opening ceremony, and during the 

festival this became true, by the festival featuring artists from all over the world – from New 

                                                
17 In English the group’s name means ’the girls on the bridge’, which is also the title of a famous painting by the 

Norwegian artist Edvard Munch. ‘Pikene på broen’ is a project group of female artists, situated in the north of 

Norway.  
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York to Siberia and from Mexico to Armenia. Some of the events were rather traditional, 

‘high-brow’ ones, such as the performance of Mahler’s 4th symphony or the piano quintet 

playing Grieg, others were dedicated avant-garde performances like the Mapa/Corpo18 rituals 

or the street theatre involving ‘Padoxes’19, while still others featured pop/rock/jazz or 

folk/world music. In addition, there were quite a lot of youth and children’s concerts, several 

new circus performances and a festival café dedicated to discussions between participating 

artists. Altogether, this diversity signalises a late modern urbanity with strong international 

features.  

Interestingly enough, the stories told about Harstad through the Festspillene i Nord-Norge 

do only to a very limited extent correspond with the view of the town as expressed through 

the interviews. Whereas the interviews give an impression of a rather dull and conformable 

petit bourgeois town, the festival mirrors a late modern, diverse cultural metropolis. Possible 

reasons for this incoherence will be explored in the discussion chapter.  

Jutajaiset Folklorefestivaali – emphasising connections towards other peripheral 

and rural communities 

Rovaniemi is a municipality in northern Finland, which is first and foremost known for its 

Santa Clause Village, situated on the Arctic Circle some kilometres outside the town. 

However, the town is also known for its nature; the cold winters, the arctic light and the 

midnight sun. One of the interviewees described what persons living elsewhere would 

typically know about Rovaniemi before coming there:  

 

People coming from very far away, they know those basic things like Santa Clause, the arctic light (…) 

they want to know about blue moments. It is mainly connected to the nature, I think (…) [People living in 

Helsinki]  they know reindeers, they know Santa Clause, they know about our large distances (…) and 

there are also people who know our city and Lapland because of the silence.   

 

To people coming from outside, Rovaniemi represents the ‘real Lapland’, it is exotic, but also 

in many ways an international place. The massive marketing of the Santa Clause Village has 

caused that tourists come in from all over the world, especially during the wintertime. 

                                                
18 Described in the festival programme as a poetic, interactive ritual that explores neo-

colonisation/decolonisation through acupuncture and reconstruction of a post-9/11 body politics. 
19 The Padoxes are creatures from outer space that explores what it means to be human by imitating everyday 

life actions.  
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As mentioned in the introductory chapter, the Jutajaiset Folklorefestivaali was started in 

1972 in Sodankylä, a smaller municipality outside of Rovaniemi, but was moved to 

Rovaniemi in 1995 and has been arranged there ever since. Due to this relatively short period 

of existence within Rovaniemi, 12 years at the time of the interview, one of the interviewees 

is not quite sure that the festival would be part of a jointly constructed municipality history. 

However, he emphasises that the festival is more and more known to the inhabitants each 

year. The other interviewee includes the festival in the municipality story on the basis that it is 

part of a year-round cycle: 

 

There are things that we trust upon, they come every year after another, and I think that the festival might 

be part of that, because it is something that we remember. 

 

Interviewer: So it is sort of a cyclic thing? 

 

Yes, I would say yes. 

 

The Jutajaiset Folklorefestivaali is among what makes Rovaniemi visible in national radio, 

TV and other media, and it is also part of what makes the town an international place. As 

mentioned in the section dealing with the festivals’ cooperation with local agents, when it 

comes to the Jutajaiset festival, its marketing has a double dimension; the festival helps 

marketing and branding Rovaniemi and the town, through its hotels, restaurants and tourist 

information centres, markets the Jutajaiset Folklorefestivaali. The festival is, according to the 

interviewees, well known among the inhabitants in the north of Finland, but rather unknown 

in the south. It is definitely seen as one of the things that make Rovaniemi an interesting place 

to live: 

 

The quality [of the festival] makes the city interesting, makes it attractive to live the life here, to feel the 

atmosphere of Rovaniemi (…) Jutajaiset is connected to midsummer, the midnight sun and the Lappish 

nature. 

 

Altogether, there seems to be an understanding among the interviewees that the Jutajaiset 

Folklorefestivaali mirrors and helps keeping and developing the Lappish identity: 

 

 [The festival] has raised up from the folklore, folk music and dance, local people, people and their identity 

(…) it was born in the Sodankylä area, and there those things were important, and even though it has 

moved to Rovaniemi, I think the basis is the same: Lappish nature, Lappish people, Sami people as well as 
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the transport of the folklore and importance of the folklore music and dance, because very many historical 

stories about local identity (…) they move with the songs and the dances in the performances (…) when 

you go very deeply into those concerts, you go beyond the history (…) I think that has to do with identity 

and the importance of the Jutajaiset. 

 

Another important aspect that is brought to the fore is that the festival uplifts the cultural 

heritage of the area as well as the traditional everyday life.  

The story told about Rovaniemi through the Jutajaiset Folklorefestivaali events and 

programme largely corresponds with the view quoted above. The festival emphasises the 

‘Finnish’ and above all the ‘Lappish’ identity, but in addition it draws connections to other 

peripheral and rural communities which has similarities with the Rovaniemi region, either by 

linguistic origin or by degree of latitude. The Jutajaiset also displays different levels of 

folklore, from the ancient, traditional kind to the modern and more ‘popular’ style. In the 

following, I will look into how the stories came through by attending to the empirical 

material. 

Many of the performances during the 2007 Jutajaiset Folklorefestivaali mediated stories 

about the Finnish and the Lappish distinctive features, musically as well as through other 

artistic expressions. The festival programme contained concerts dedicated entirely to 

accordion, which is, in Finland, thought of as a typically Finnish instrument, and to ‘kantele’, 

the Finnish national string instrument, this time in a modernised, electric version. There was 

also a Jubilee Concert celebrating the 35th anniversary of the Jutajaiset, featuring a lot of 

Lappish amateur choirs and folk musicians from the area. During the festival, there were also 

other kinds of performances celebrating ‘the Finnish’ for instance a stand-up act called 

‘Absolut Finland’, through which the actors draw to the fore many of the national symbols, 

such as the lakes, the Kalevala20, ski jumping and the sauna. Quoting from the field notes: 

 

A story about the ‘the Finnish’ and the Finnish people. Two male dancers in a ‘modern’ folkloristic 

performance. They draw a map of Finland. On the east: the Soviet Union. On the west: the USA. Beautiful 

nature, 1000 lakes and many wild animals. They put on bear- and reindeer masks and dance (…) Finnish 

folklore: Kalevala. They pretend to be ski jumping. A portable sauna is brought on the stage. The dancers 

undress and go into the sauna. 

 

Through dances involving the Rovaniemi-based groups Siepakat and Rimpparemmi, local 

stories about cultural conflicts were told, emphasising the tension between the ‘Finnish’ 
                                                
20 Kalevala is the Finnish, national epic poem. 
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population and the inhabitants of Sami origin. Through the festival programme, expressions 

like ‘the Northern glow’, ‘the nightless nights’ and ‘vigorous village culture’ were used to 

emphasise the Lappish features, while the midsummer event was described like this: 

 

Finnish summer, birches and bonfires in a river landscape. Finnish flag will be raised along with summer 

proclamation and will wave in a traditional way (…) you are warmly welcome to dance along with joy on 

the floor. 

 

As mentioned above, connections were drawn during the festival to other, peripheral 

and/or rural communities. This appeared most clearly in the festival’s choices of visiting 

performers. Among other things, the festival featured celebrated Sami performers and a group 

of 15 musicians, singers and dancers from the Inner Mongolia Nationality Song and Dance 

Ensembles. Also, there was a group of folk music singers from the Mordovian State 

University21 and an ensemble of young folk dancers from the town of Szolnok in Hungary. 

The common denominator of these latter and the Finnish groups are their linguistic heritage, 

as all speak a Finno-Ugric language. This kinship was emphasised during the concerts by the 

performers themselves as well as by the presenters. Most of the visiting groups (and some of 

the domestic) performed in their national costumes, which gave the performances an 

additional touch of folklore.   

The folklore was not only visible in relation to the more traditional level, symbolised 

with timeless songs and dances and national costumes of ancient origin. The Jutajaiset 

Folklorefestivaali also presented what can be named ‘contemporary folklore’, understood as 

artists and performances with a ‘popular’ appearance, which appeals to a broad audience. 

Examples of such were the vocal ensemble Virtuoso and the Finnish singers of ‘light music’, 

Katri Helena and Paula Koiviuniemi. The popular features of these performances were further 

emphasised by being situated in the large festival tent, in surroundings that allowed the 

audience to dance, chat, socialise and by beers while listening to the artists.  

                                                
21 Mordovia is a republic in Russia with a large group of inhabitants speaking a Finno-Ugric language. 
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DISCUSSION 

The present chapter is dedicated to a discussion of the study’s findings against the theoretical 

points of departure and the previous research that was presented in chapter number two. 

Firstly, I will answer each of the research questions stated in the introduction in turn, and 

emphasise some matters that have emerged from looking into and comparing the three 

different festival cases. Secondly, I will attend to the study’s aim and discuss, on an 

overarching level, how the three investigated festivals contribute to the development of local 

identity in their respective host municipalities. Thirdly, I will in a short conclusion discuss the 

study’s validity and generalisability and share some thoughts about future research in the field 

of music festivals.  

Cooperation, glocalisation and storytelling – addressing the study’s 

research questions 

Cooperation 

Throughout the section in the ‘findings’ chapter dealing with the festivals’ cooperation with 

local agents, I have tried to show the versatility of such cooperation, and the, in many cases 

extremely complex chains of interactions and reactions that such cooperation entails. Looking 

at the virtual displays of the festivals’ cooperation-webs, most of them seem quite ‘busy’ and 

illustrate, with one exception, tight and multilayered connections between each festival and its 

surrounding municipality and also, what Getz, Andersson and Larsson (2007) point out, that 

festivals indeed are players within and environment “in which goals and resources for the 

event is negotiated by multiple parties” (ibid. p. 104). Since the cooperation in most cases is 

two- or more-ways, meaning that the local agents as well as the festivals gain from it, it seems 

that in most cases it is not very difficult to bring about. When looking at the cooperation-webs 

it becomes evident that many agents are willing and able to enter into such relationships. 

However, the two factors that seem to be able to limit such cooperation is the festival 

administration’s lack of consciousness about its importance or ability of bringing it about as 

well as indifference among institutions in the surrounding municipality.  

The first factor is exemplified by looking at the cooperation-web generated from the 

Festspel i Pite Älvdal’s interaction with local agents in Arvidsjaur. As opposed to the other 

‘webs’, this one is not very ‘busy’, it has only two layers and the arrows indicating relations 
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are few. From the interviews, it seems that the cooperation has been more vivid in earlier 

years, however, somehow it has faded, and the situation for the festival in Arvidsjaur in many 

ways resembles the one described by Ericsson and Vaagland (2002) concerning the 

Vinterspillene, a festival that also forgot to cooperate with its surroundings and thereby lost its 

volunteer workers. Concerning the Festspillene i Pite Älvdal in Arvidsjaur, it has nearly lost 

its audience, probably from a combination of lack of local agent cooperation and the top-

down development of the festival programme, which is decided by one single person. As Getz 

et al. (2007) point out, such failures as loosing audience or volunteers might arise from “a 

poor ‘fit’ with the environment [of the festival], as in the case where a festival is not able to 

attract interest and support from its host community because of cultural differences, a lack of 

key contacts, or internal management deficiencies” (ibid. p. 104). 

The second factor is touched upon by one of the Festspillene i Nord-Norge interviewees, 

emphasising that the festival will not be any better than the town allows for, and that an 

important challenge for the festival is to get around or past surrounding, possible cooperative 

institutions’ indifference towards or unawareness of the festival as a potential partner. In his 

view, this particular festival’s potential for helping out in marketing and ‘wrapping’ Harstad 

is not fully utilised, and a better use of this potential might come through the festival 

‘wakening’ its surroundings. 

Looking at the presentation of the investigated festivals in the opening chapter as well as 

the study’s empirical data, a tempting hypothesis to put forward is that the difference seen in 

the festivals’ cooperation with local agents depends on the festival management’s awareness 

of and focus towards the necessity of building and maintaining what Getz et al. (ibid.) names 

‘stakeholder relationships’ and that this awareness and focus is further related to the festival’s 

perceived self-identity, its degree of professionalism and institutional status. Of the three 

festivals available, the Festspillene i Nord-Norge seems to be the festival with the most 

developed stakeholder-relationship system, or to have the ‘busiest’ cooperation-web. The 

interviews related to this festival also show some of the most ‘intricate’ ways of cooperating, 

thinking for instance of how the performances are placed in time in order to provide the local 

restaurants with two sittings so as to keep them alive through the winter when they are needed 

for the festival’s representational purposes, or the ‘cultural division of labour’ that exists 

between the festival and the municipality house of culture. This particular festival also has 

and takes a prominent role in the development of the cultural life of its part of the country, 

and sees itself even as contributing to the cultural development of the entire Barents region. 

Its degree of professionalism is quite high when measured for instance in size of organisation 



 71 

and number of full-time employed staff, and it has, due to being appointed a ‘turning point 

institution’ a significant institutional status that brings certain privileges as well as 

obligations. Of the three festivals, the Jutajaiset Folklorefestivaali seems to be in an 

intermediate position with an almost as busy cooperation-web, but not as intricately and 

consciously planned, at least not as seen through the data, and slightly lower degrees of 

professionalism regarding the festival organisation (fewer people employed) and the festival’s 

institutional status. When it comes to the festival’s perceived self-identity, it is certainly 

connected to development and preservation of cultural life in a larger area, namely the Finnish 

Lapland, but it does not, as the Festspillene i Nord-Norge, see itself in the role of taking the 

responsibility for the larger, multinational Barents area. The Festspel i Pite Älvdal, and 

especially the Arvidsjaur part of it, has the most sparse cooperation-web, its self-identity is 

mainly connected to providing the river valley with cultural events, it has a small 

administration and certainly not an institutional status that can be compared to, for instance, 

the Festspillene i Nord-Norge.  

Above, I pointed to the top-down decision of the festival programme in Arvidsjaur as one 

possible reason for the Festspel i Pite Älvdal’s lack of audience in this particular municipality. 

However, findings from the Festspillene i Nord-Norge contradict this hypothesis. In the latter 

festival, the director has taken the role of an ‘absolute monarch’ when it comes to deciding 

the festival content and still this festival seems to communicate well with its potential 

audience. In my interpretation there are two possible reasons for this apparent contradiction. 

Firstly, the Festspillene i Nord-Norge has a long tradition within its municipality and has been 

able to build ‘audience trust’ for quite many years, while the Festspel i Pite Älvdal has existed 

in Arvidsjaur for only a few years. Secondly, although the director acts top-down, he has 

well-developed strategies for communicating with his audiences, or, as Getz et al. (ibid.) put 

it, adapting “to accommodate environmental contingencies” (ibid. p. 104). Such strategies are 

not used by the person responsible for the festival programme in Arvidsjaur. 

Glocalisation 

The second part of the ‘findings’ chapter is dedicated to answering the second research 

question by showing how the festivals participate in and contributes to a multitude of 

processes of glocalisation. The findings also exemplify what Bjørkås (2001) points to, namely 

that the festivals cooperate and mobilise mostly “locally to be able to create a ground for 

cooperation on a national level” (ibid. p. 162). As one of the interviewees emphasise, the 

country’s capital is no longer the self-evident centre, but a place where artists and festival 
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directors change planes on their way out to cooperate with partners from the entire world. 

Hence, the festivals may become their own, time-limited cultural centres and participate 

vividly in glocalisation processes that are, so to speak, started by the festivals themselves. 

Bjørkås (ibid.) is also of the opinion that bringing in internationally acknowledged artists and 

performers is a very “effective dissemination of art” (ibid. p. 162). On the one hand this may 

be true, because it allows people in rather out-of-the-way places to have easier access to 

performers and cultural activities that was not long ago reserved for people living in the 

capital regions. On the other hand dissemination can only be considered effective or 

successful as long as the potential receivers actually accept and open up towards the 

performance or artistic expression imposed on them. From the section in the ‘findings’ 

chapter dealing with stories told through the Festspel i Pite Älvdal, we can see how the 

audience during the Costo Rico/Euskefeurat concert actually set themselves against the 

attempt to ‘disseminate’ the Spanish group Costo Rico’s Latino music. In my opinion, music 

that is not received or acted upon cannot be considered as ‘disseminated’, only as ‘listened 

to’. 

As comes through in several of the interviews, participating in glocalisation processes 

through a music festival has to do with meaning-making and, as Quinn (2005) shows, the 

festivals may serve as a kind of vehicles through which it is possible for a local community to 

interpret itself in relation to the outside world. However, this is not an immediate effect of 

arranging a music festival. In the case of Festspel i Pite Älvdal, it seemed more to be a vehicle 

for the involved communities to interpret themselves through in relation to themselves and 

not so much in relation to the outside world, perhaps much dependant on the choice of 

performers during the 2005 festival. In the case of the Festspillene i Nord-Norge, the situation 

was quite different. This particular festival is, of the three investigated, the one that stands out 

when it comes to initiating, contributing to and participating in a wide range of glocalisation 

processes, and it is also the one that most evidently is used as or becomes a vehicle for 

outside-world interpretation. However, this does not happen without a certain articulation of 

this matter. Of course, the festival content itself was international and even glocal, however, 

that this had to do with the negotiation of ‘who we were’ against broader constellations and 

“broader styles and discourses” (Wenger, 1998, p. 149) was also explicitly pointed out to the 

performers and the audience through talks and, above all, through the main festival 

programme newspaper. Hence, this was also a matter of producing glocality by making it 

explicit. 
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That glocalisation processes also exist on the micro level, as I have suggested in earlier 

writings (Karlsen, 2005b), was evident through the section dealing with the area of ‘musical 

glocalisation’. Here, performers were seen to letting the global and the local meet through the 

music or the artistic expression itself, often through non-verbal interaction. However, a 

reasonable question to ask is if all the nuances described in the previous chapter are available 

to ‘untrained ears’, or if explicating is necessary also here. Since I am a well-educated and 

trained musician myself, of course I brought my musical knowledge and listening skills with 

me into the active-member-researcher role I took on during the observation fieldwork. Hence, 

I was able to distinguish between for instance ensembles that actually participated in each 

other’s music and those that let different localities meet side by side. However, probably this 

distinguishing between subtle nuances of musical glocalisation is more interesting on a 

theoretical than on a practical level. Still, it may point towards the necessity of making 

glocalisation processes explicit to an audience so that they may experience them in a richer 

way. 

Storytelling 

From the ‘findings’ section dealing with stories told through the festivals about their host 

municipalities, we could see that three very different meta-stories were told through the 

Festspel i Pite Älvdal, the Festspillene i Nord-Norge and the Jutajaiset Folklorefestivaali. For 

the first festival, the story came to emphasise the local municipality as a centre in its own 

reality, by telling, re-telling and strengthening community-narratives that already existed. In 

the second festival, I found three different layers of stories, namely the stories about the 

peripheral and the omitted, about being a Northern meeting point of cultural action and about 

strengthening the urban features of the host town and displaying strong, international bonds. 

The latter festival told a story about a community seeking connections with other, similar 

peripheral and rather rural communities.  

Hjemdahl et al. (2007) claim that festivals might appear as post-modern narrators of 

history, in other words as arenas where history is retold and reshaped, not necessarily in terms 

of historical correctness, but with more focus on anecdotes than authentic history. In the 

present study, such features are visible in the material stemming from the Jutajaiset 

Folklorefestivaali. As one of the interviewees points out, in the folklore tradition, many of the 

stories move through the songs and the dances. Hence, performing them is also telling and re-

telling history and stories about what constitutes a particular local identity. In the 

interviewee’s view, when you go deeply into those concerts, “you go beyond the history”. 
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Hence, “aesthetic storyliving” (Hjemdahl et al., 2007, p. 43), the phenomenon of dressing in 

historic clothing and living in old-fashioned ways, is not necessary for festivals being or 

functioning as narrators of history. The Festspillene i Nord-Norge may also be seen as such, 

however, instead of narrating already lived history, it seems to have the ambition to contribute 

to the narration of future history. Statements about wanting to take part in the active making 

and re-making of the Northern areas, making them being about more than petroleum and fish 

and helping out in the process of connecting mythology and modernity point towards a well-

developed consciousness about festivals’ functions as meta-narrators and creators of history, 

impacting on people’s lives and hopefully enabling political consequences.   

The two municipality-related identity dimensions found within my previous festival 

research (Karlsen, 2007) about festivals functioning as outward manifestations of community 

identity as well as occasions for reinforcement of ‘inner’ social and cultural community 

identity are also visible in the present material. Regarding the Festspillene i Nord-Norge, this 

festival is presented as its host municipality’s strongest trademark, and about the only thing 

that Harstad is known for, outside the town itself. The Jutajaiset interviewees express a wish 

for their festival to have such a trademark function, however at the present this particular 

festival is not as strong a trademark as the Festspillene i Nord-Norge. Still, the Jutajaiset 

Folklorefestivaali is part of the Rovaniemi municipality’s marketing strategy, and has become 

even more so in an increased effort of attracting tourists during the summertime. The outward 

identity function is also apparent in the Älvsbyn part of the Festspel i Pite Älvdal, whereas in 

Piteå this festival is more seen as brick in the building of a wider ‘music town’ image.  When 

it comes to the reinforcement of the ‘inner’ municipality identity, the Festspel i Pite Älvdal 

and the Jutajaiset Folklorefestivaali show the strongest features, by being arenas where local 

knowledge, for instance in the form of stories about what it means to be a Pitebo or a Lapland 

inhabitant, is shared, reproduced and strengthened (Ekman, 1999). Hence, as pointed out 

above, the festivals are here more about maintaining existing community narratives than 

shaping new ones. In the last section of the part about the stories told about Harstad through 

the Festspillene i Nord-Norge, I point out that for this particular festival, the stories do only to 

a very limited extent correspond with the view of the town as presented through the 

interviews. This may have many reasons, for instance that the festival takes on the 

responsibility of representing the three northernmost counties of Norway and not only 

Harstad. However, it may also be an example of how the narrative functions of a festival may 

be used, not only for the purpose of maintaining identity, but also for developing municipality 

or local identity. Hence, the gap between the existing town view and the festival-generated 
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narratives may show the town’s potential self-images and possible routes for future 

development. 

In my opinion a music festival is or may very well function as a vehicle through which 

we understand ourselves reflexively on an individual as well as a collective level, very often 

by attending to its narrative, storytelling features.  As can be seen through the display of this 

study’s data, this may happen on many levels and through many means, such as the media, 

through a variety of performances dedicated to different kinds of arts or through the written 

festival programme. It may even be perceptible on a meta-level by for instance looking 

through and analysing the total of the festival content. 

How do festivals in the Barents region contribute to development of 

local identity? 

Attending to the sections above, it seems that the investigated festivals, which are situated in 

the Barents region, contribute to the development of local identity by telling and re-telling 

existing community narratives as well as showing potential self-images and routes for 

possible development. The festivals also function, through their ability of bringing together 

the local and the global, as vehicles through which it is possible for the local communities to 

interpret themselves in relation to the outside world. As can be seen from the empirical 

material, not all of these features are equally strong in each festival, but still there are always 

narrative traits and some kind of glocal activity present. When it comes to the cooperation 

between the festivals and other local agents, a broad interface between a festival and its 

surrounding municipality seems to be connected to the festival’s anchoring in that 

municipality, for instance in relation to attracting audience or having the ability to contribute 

to the building of ‘outward’ municipality identity.  

In the chapter dealing with the present study’s theoretical and research-based framework, 

I wrote that a certain amount of political rhetoric seems to surround the discussion about 

festivals’ ability to contribute as image-makers and builders of community pride. Some of this 

rhetoric is also visible in this report, through the voices of festival directors and official 

municipality representatives who all wish for their festivals to have or develop such functions. 

Still, these people are also very well aware that making a festival function in such a way 

demands hard work and a close and conscious cooperation between the festival and its host 

municipality. Hence, these practitioners know what Quinn (2005) points out, namely that 

when it comes to festivals and image-making there are no quick-fix solutions. Strategies and 

hard work is needed, and, as on of the interviewees put it, the festival “will not become any 
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better than the town allows for”, so as a festival administrator, you should, in your own 

interest, take your share of responsibility for the host municipality’s development. 

As mentioned several times before, Bjørkås (2001) holds very strongly that festivals 

contribute to the dislocation of the traditional centre-periphery relations and thereby to the 

dissolution of the symbolic power ascribed to dominant cultural institutions. The present 

study’s data strengthens his assumptions, but only to a certain degree. On the one hand, the 

investigated festivals interact directly with ‘the world’ and bring in international stars without 

going, in any way, through the capital region in the country in which they operate. The capital 

is even described as peripheral to their centrality, in the sense that it is just a place for flight 

transfers. On the other hand, some of the festivals’ host municipalities, such as Arvidsjaur and 

Arjeplog are very aware of their peripherality and even the inhabitants of Harstad can be 

asked by southerners whether it is possible to live under the conditions that the town offers. 

The festivals do not change these images; on the contrary, the notion of peripherality is turned 

into a strength, it is built on and even celebrated through the investigated festivals and appear 

as a very important component in the shaping of the host municipalities’ self-images.  

In the investigation of festivals in the south of Norway, Hjemdahl et al. (2007) ask if the 

image that the festivals help creating of that particular part of the country is perceptible for 

others than those who live there. In my opinion, this is a reasonable and important question to 

ask. Maybe the festival-related image-making towards the outer world, or rather the festivals’ 

part in influencing how outsiders see a place-based community is not the most important 

matter.  Maybe festivals’ essential function is connected to their abilities to helping us in 

seeing ourselves, either our history or our present, collective self-image or even our possible, 

joint future.  

Some concluding remarks 

In Kvale’s (1996) understanding, the validity or trustworthiness of a qualitative study, such as 

the present, lies in the quality of the researcher’s craftsmanship. By describing as thoroughly 

as possible the process of planning, gathering and analysing of the present study’s empirical 

data I have enabled for the reader to have the possibility of judging my skills as a researcher. 

Also, I have laid out the study’s research-related and theoretical points of departure so as to 

display my pre-understanding of the topics I have gone about investigating. According to 

Pinnegar and Daynes (2007), when using modernity theory as a basis, as with the present 

study, trustworthiness is also gained when the researcher is able to display “multiple ways of 

knowing and understanding human experience” (ibid. p. 25). Letting my interviewees speak 
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through quotes in the chapter dealing with this study’s findings, has been my way of attending 

to multiplicity and pursuing multivoicedness.  

Case studies cannot, and should not, be generalised in the statistical meaning of the word. 

Still, according to Yin (2003), they may be used for analytical generalisation, either by 

relating the study’s findings to already established theory and research or by generating 

theories from the findings, so that other researchers may use them as a basis for further 

investigations. Multiple-case designs such as the present are, though, seen by Yin (ibid.) to be 

preferred over single-case designs because they allow for cross-case comparison and hence 

the “analytic benefits of having two (or more) cases may be substantial” (ibid. p. 53). Dealing 

with three cases situated in slightly different contexts and still being able to arrive at some 

common conclusions, as with the present study, should, according to Yin (ibid.) expand the 

generalisibility of the findings.  

Festival research is, even ten years after Formica’s (1998) statement about the same, still 

a young and developing academic field, and more research is needed about the social and 

cultural impacts of festivals in general and music festivals in particular. The present report is a 

contribution to this body of festival research, and will hopefully serve as a point of departure 

for other, future investigations. 
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Appendix 1: Interview guide  - festival directors and official representatives from host 

municipalities 

 

Part 1 

• Do you consider the festival to be important for the local community? If so, how? 

• If the festival no longer existed – would it be missed? What would disappear in 

addition to the festival itself? 

• Does the festival contribute with something, which the local community does no 

offer/get in any other way? 

• What is your impression regarding how people from the ‘outside’ view this local 

community? Does the festival have any significance in this regard? 

• Assume that all inhabitants make up a joint ‘story about the municipality’ – would the 

festival be part of that story? 

• Who attends the festival? Does it have a defined target group? 

• Who initiates the festival? Frome where does the initiative to the festival and the 

content of the festival programme come? 

• Which local (and other) agents does the festival cooperate with? 

• Does the festival have any significance in relation to the local industry? For the 

possibility of attracting (and keeping) a qualified labour force? Stability of 

population? 

• Is it possible to think of the festival as a community – consisting of audience, artists 

and administrators? If so, how? 

• Local musicians – role in the festival? Good or bad? 

• The festival as local community’s ‘outward face’ – regionally and nationally? 

• Developmental potential – in what ways could the festival increase its contribution? 

How? 

 

Part 2 

• The festival draws international artists – is this important for audiences’ festival visits 

(in your opinion)? 

• Is it in any way important to the local community that international artists visit the 

festival? 

• What can the community offer the artists? 

• What can the artists offer the community? 
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• The festival and quality – is this connected to bringing in ‘large names’? What 

characterises ‘festival quality’? 

• Do people from ‘outside’ attend concerts with international artists? How does this 

affect the local community? Economically/emotionally? 

• Do international artists’ festival performances in any way contribute to development 

of cohesiveness in the local community? If so, how? 

 

Part 3 

• Other points of view? Anything you wish to add? 

 

 

 



 87 

Appendix 2: Information and contract sent to interviewees 

 

 

 

 

 

Sidsel Karlsen, PhD-student 
School of Music in Piteå 
Luleå University of Technology 
Box 744 
941 28 Piteå 
SWEDEN               Piteå,  
 
 
 
 
Information and contract 
Thank you for participating in the research project ”Barents festivals and the development of 
local identity”.  

This letter is written on basis of the Swedish research council’s ethical advice 
regarding research projects. This advice implies that I need your ”informed consent” 
regarding your participation. This means in practice that I inform you about the project and 
how the information you contribute with will be used. I also guarantee that the information 
will be treated confidentially and that you will keep your anonymity. By signing this contract, 
you accept that the information will be used as described.  

The aim with the research project is to develop knowledge about how festivals 
in the Barents region contribute to development of local identity in the communities in which 
they are being arranged. The project is connected to Nordkalotten University through the 
School of Music in Piteå, LTU and is partly financed with money from the structural funds of 
EU. The data will be collected through interviews with the festivals’ directors and with 
official representatives of the festivals’ host-municipalities and through observation of (and 
field notes from) a large number of festival events.  

What I am asking for is an interview, taking place at a location of your choice. 
The interview will last for approximately 1 – 1,5 hour. I will record our conversation with a 
minidisk, and thereby transcribe the interview. You will receive a copy of the transcription, so 
that you can read through it and confirm your participation. The minidisk will be stored in a 
place where no one else but me will have access to it.  

 
Information about myself 
I am educated as a musician and a music teacher at the Norwegian State Academy of Music 
and have worked as a freelance singer and conductor in the Oslo-area. In addition, I have 
worked for four years as a project administrator at Oslo International Church Music Festival. 
From 1.1.2004 I have had a position as a PhD-student of music education at the School of 
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Music in Piteå, Luleå University of Technology. My main research interest lies in the area of 
festivals and their impact on audience and local community. 
 
Further plans 
I hope to be able to send you the transcribed interview in December 2007. Then, all the 
collected data (interviews and field notes) will be analysed by the help of earlier research 
findings and sociological theory. Finally, a research report will be written. The report is 
expected to be finished during spring 2008. All interviewees will receive a copy of the report. 
 
Use of information 
All information will be treated so that the interviewees will keep their anonymity. If it will be 
necessary to use participants’ names, these will be changed in the report. Interview quotes 
will be used in a way that makes identification of the interviewee impossible.  
 
Voluntary 
Participation in the research project is voluntary. This implies that you are free to withdraw 
from the project whenever you may wish to do so. 
 
Contract 
This letter is designed as a contract in two copies. You may keep one copy, and I will be 
happy to receive the other with your signature on when we meet for the interview. 
 
 
 
 
Sincerely yours, 
 
 
 
Sidsel Karlsen 
PhD-student at the School of Music in Piteå 
 
 
 
 
 
I have read the text above and accept that the information will be used as described. 
 
 
 
 
 


