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ABSTRACT

The study provides an4gepth exploration of music festival experience. The research was
positioned in the field of experience and this provided the research with a phenomenological
lens. Reflecting on the theories of phenomenological anthroppl@dgckson, 1996; Andrews
2006, 2009) and the anthropology of experience (Bruner, 1986, Turner, 1986) this research
justified a contrasting epistemic perspective and phenomenological psychology was used to
investigate the ideographic experiences of theeatiiees. This enabled an understanding of
how music festival experience effected the lifeworld of the individuals involved. The research
is grounded in the philosophy of existential phenomenology and its conceptualisation of
experience. The exploration usdtie philosophical work of Husserl (1936/1999) as its
phenomenological foundation. Developing this position, and contrastingly from the
phenomenological research of Jackson (2014), the research argues for the interpretative
phenomenological (Heidegger, 192962; MerleauPonty, 1962) perspective to further
understand music festival experience. This is because, by engaging with the
phenomenological psychology of Smith, Harre & Van Langenhove, (1995a, 1995b) and
Ashworth (2006, 2015), it becomes possible twerstand the contribution that the music
(*3]A 0 A% E]v Z 38} v ]v]A] pof[s >]( A}Eo0o X *ul8Z[+ &
2015b) Interpretative Phenomenological Analysis (IPA) provides a rdtamsework for
understanding the idiographic musfestival experiencdhe Descriptive Experience Sampling
(Hurlburt & Heavey, 2001) approaetas usedio gather data about the experienced 9
participantsbefore, during and after the Green Man Music festival-#a$ period), and then
later explored irdetail during individual phenomenological interviews. These interviews were
carried out between 2406 Z}pEes (3 €& 5Z ( *3]A oX he]vP ~u]8Z[* IW %
& Osborn, 2015b) the interviews generated rich data as the intervieweeantparticipant

]e Hee §Z Jv(}&u 8]}v & }E MHE]JVP §Z Z %SUE [ %o E} -
idiographic accounts of music festivals experience. Analysis showed 'Universals' (Ashworth,
2015) emerged which provided both a detailed picture of music festxaerience and how
the lifeworld of the individual was affected. These universals were then used to develop the
Ideographic Map of Music Festival Experience. This is an illustrative conceptualisation of the
shared, yet subjective, journeys taken by thetm#pants during the Green Man Festival and
provides an understanding of music festival experience which is in line with theories that
articulate the need for experiences to be understood witt§ Z  }vs A3 }( §Z ]Jv ]A]
everyday life (Uriely, 20053nd as a development of their lifeworld (Flowers, Larkin & Smith,
2009) and life story (Guignon, 2012). The findings also provided further idiographic
perspectives about theories of experience including: flow (Csikszentmihalyi, 1990), liminality
and communitas (Turner, 1969, 1974, 1979), and existential authenticity (Cohen, 2007, 2010).
The Descriptive Experience Sampling method and Interpretative Phenomenological Analysis
were also able to provide findingsthafvS E] pus $§} <Epu ROXEH)-Hypdbesdisof
Individual Extended Emotions and his Hypothesis of Collective Extended Emotions. Moreover,
the analysis showed evidence of how this theory combined and contributed to existing
theories within experience research. Through this ideographic invéstigamusic festival
experience was shown to be fluctuating, dynamic and oscillating. It was also found that while
v P 3]JA u}3]}ve AE % E » v3U 8Z « <3]Joo (}Eu V Ju%}ES v
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experience. Past models of music festival expegemitie to their managerial prerogatives,

have tended to ignore these negative emotions (Lee & Kyle, 2013; Getz, 2012; Morgan, 2008),

but this research argues that they should be acknowledged so that meaning, or insights can

be derived from them (JacksonQP4; Ziakas & Boukas, 2014) and therefore a richer

UV E+S v JVP }(8Z (( 8 p%}v 8Z ]v ]JA] p o[ o]( A}Eo v
uszZ} [ % %o0] Jo]SC v %% ]o]3C A E vZ Vv S} 1us](C
studies.
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Chapter 1: Introduction

11 History and eévelopment

No longer the cauldron of rebellion, counter culture or fringe political movements, music
festivals are now a coreslement of leisure and tourism. The growth development and
professionaliation of music festival®over the last 30 to 40 years has sebem become something
very different from their earlier incarnations. Music festivedsigenerate enormousevenueandin
2011the whole sector wa calculated to have been wortiZ2.2 billion in the UKBusiness Vistand
Event Partnership2011) andn 2015 $1 trillion in the USfKear, 2015). Events management has seen
considerable growth as an industry in the last two decadik significant economic, socicultural
and political impacts for the host community or destinationc@ia & Whitford, 2008. Furthermore,
music festivals have developed to become an integral part of the tourism experience (Picard and
Robinson, 2006) and a key marketing strategy (Crowther & Donlan, 2011). They have grown in
number, size andttendance (AbretNovais & Arcdia, 2013. Music festival attendance arthe
popularity of live music havgrown in the face of declining recorded music saireyn & Knox, 2016;
Andetton, 201). This trend has been driven by the internet and the same technology that has slowed
recorded music aes (Stone, 2008). Cunkereports show that this sector oévents is worth
approximately £3.8 billiorwith 9.5 million people travelling to live music eveatsmually(UK Music,
2015).Between 2013 and 2014 there was a 34% increase to 20 million soeiké conversations
about music fetivals (Eventbrite, 2014). Thisp %0 %} E S+ |, } odrpumeiit that the increase
developed during a decline in traditional megrath musicfestivals forming a key part éfie hybrid
media economy (Lessig, 2008). In &idd to their economic benefits, arts and music festivals have
also been recognised as effective ways of enhancing community cohesion and reducing social
exclusion (Bennett & Silva, 2006). This perspectivehsed by government reports whidbdentify
the role of music as an important factor in enabling the growth of understanding between people
from different cultural backgrounds (Department for Culture, Media & Sport 2008). Music festivals are
now tourism attractions, image builders and economic engfoeshe host community (Manthioet
al., 2014) They are also now seen as drivers of tourism with the U.K economy receiving £4 billion from
music tourism in 2016. Within that figure, 65 million music tourists from abroad spent £2.5 billion in
the UK. Aigure set to grow to 40 million spending £31.5 billion by 2020. (Wish You Were Here, 2017).
The U.K. Music Report (2013) calculated that 24,251 jobs are supported by music tourism in the U.K.

Such is the strength in this sector that even poor weather arsieep economic downturn
have not had a negative impact (Watson, 2014). Smaller, independent festivals have also come
together to form the Associationf Independent Festivals (AIF) movide strength in unity.t$
membership has grown from 17 in 20@844in 2014 Their sixyearreport, AIF: 6year report, 2014
(Webster, 201%foundthat the number of festivals registered @frestivals had grown from 0 t®@Q0
since the year 2000. Thdégund that the average festivger spends £395 per festivaljtiva total
spend between 2010 to 2013 at those independent festivals of £7.95m. This means that the estimated
spend including tickets between 20162014 was £1.01 billion. Furthermore, each attendee
contributed £30.77 to the( « § ] Aood]l communitymeaning that between 2010 arD13 £60m was
spentin( *3]A oe[ «u @@ prisijyB£77m for the fiveyear period 20162014

These figures are supported by a Mintel report (2018hich show that the industry as
whole grew by nearly 50% betee 2010 an®015 (47.6%)with 75% of thesperd on ticket price and
the remaining 25% on secondary items suclicagl, drinks and merchandise. Statistioam (2016)
state that in the UK between 2012 a@614, 3.5 million people attendeal music festivalnlthe US$
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32 million people go tat least one festival peyear; 14.7 millionof which are millennialgLynch
2015). By 2020, the music festival value (basednoome) is estimated to reach filllion a year
(Busines¥/isits and Event Partnershp011). The high numbers of atteeels at these music festivals
haveled to festivals like SXSW generating 1 million tweets (EventbritaiMastival Study, 2014) and

for up to 15 Terabytesf data being used at Glastonbury in 20Bé$tock2016). Thigsevidencethat
music festivals attract large numbers of people and are strong income generatorsthahd
festivalgoersstrongly engage with social media to communicate and share their experiences with
fellow attendeesandthose at home It can be arguethat this shows how significasin experience
they are for the attendees.

One of the reasons for this exponential growth in attendance and value is the way in which

festivals have changed over the last 50 years. No longer the sanctuary of a rebelliotes cadture,
festival attendance is now seen more as a gentrified weekend break of culture and arts, of inclusion
and acceptance (McKay, 2QaD15) Whether this is good or bad is not the discussion here, but it is
indicative of how society and feigalgoers whoattend them have changed and how the industry itself
them has also evolved. For example, in 2014 Latitude Festival was awarded the Silver Level Award by

§8]1sSpu ]+ A ECS8Z]vP v 8Z |E Z E3 E }( *§ WE S8]inglv E }Pv
commitment to access and inclusion. Latitude has developed a leghbtid disabled customer base;
their disabled ticket salekave increased yeain-year by 36 per cent, with ticket sales having tripled
sine 2009 (Measuring Music, 2014).

In a bid todiversify and thrive, music festiwdre developing and adaptinginderton (2011
2015 recognises two trajectories within the outdoor rock and pop music festival sector since the free
festival movement of the 1960s and 1970s. First there is the emeegehdche more overtly
commercial festival. The festivals involved seek multiple sponsorships and brand partners, and there
isnopE § v § JvP Z]v x#nples inglide Reading/Leeds, td-estivals and T in the
Park. The other trajectory is rted in a posthippie countercultural heritage and is demonstrated in
the contemporary presence of a naworporate, ethically minded, environmentally friendly
sustainability agenda on the part of organisers who are reluctant to enigfacprporate sponsolsps,
and inthe festivalgoers, whare attracted to these kinds of everithis type of festival also includes
experiences beyond the music, including workshops, participatory arts and areas for complimentary
or dternative healing and health.

These figues help to demonstrate the importance of understanding why people choose to
spend their money in this way. &dster,(2014) conducted research for the AIF 2014 repad what
brings people to their festivals. Researched acrosyeed periodthe most]u% }ES v ( tBdE A «
general atmosphere and overall vibe, cheter and quality of the event at 53.2% of those
guestioned (pl90). This is in line with a number of other key pieces of research into this area which
show that the key reasaos to attendare based around socialisation, novelty, music programme,
entertainment, cultural exploration andscape Gelder & Robinson, 2009; Bowé&nDaniels, 2005;
Nicholson & Pearce, 2001; Crompton & McKay, 198Biese studies will be discussed in moepth
later but are mentioned here becauswer al7-year period, there is significant alignment in their
research conclusions/Vhenalso considering thanpactof festivals and their financial valdleere is
significant financial eviden¢cdut another reasonthat music festivals have thrived over the last 15
years is because they also hademonstratedsignificant cultural and social valu€he cultural and
social value of festivals is muenore difficult to measure, buas Behr, Brennan & Cloonan (2014)
statedthey can include such dimensions as:
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Catharsis

An escape from reality

A release from the everyday

The chance to meet new friends and cement existing friendships
Getting back to nature

Participation and being part of the spectacle

A chance to experiment withtopia, albeit only fleetingly

X X X X X X X

To closemusic festival growth has been marked over the laseQ%¥ears and shows little sigr
abating(Mintel, 2016) It provides a great a# of revenue to multiple stakelders and has developed
into a highlyprofessonalised component of the service sector. Festivals now attract millions of
attendees globally and for those who attend they engage and satisfy a wide range of motivations.
Beyond the financial considerations, festivals offer cultural and social benefi{saa McKay (2000
2015 p.29 notes, $Z C <3]Joo Z A 3Z %}3 v3] o 3§} $uCEEnd]iFert AdoEO [ %o ]
Z] @ & ZzC[ v specipA fluid ‘state where soco &£ % EJu vs 3]}v. Inv } pE_
acknowledgment of the nature of music festivaperience, Firth (2007) appliegzheory from Gestalt
psychologyandsees festivals as more than the sum of their partserefore, the festival experience
is now, less Zll about the musi¢than one in which music forms a part of the overall experience
(Watson, 2014). It is the idiographic, lived experience of the music festival attendee which forms the
central focus of this researdmnd it is understanding the idiographic, lived experience of the music
festival attendee which forms the central focus oisthesearch

1.2 TheoreticalContext

As various reportear 2015Mintel 2012 2016, research articles (Ballantyne, Ballantyne &
Packer, 2@03) and texbooks Eharples, Crowther & May, 201&glder & Robinson, 2008owdin,
2005 demonstrate, events magement research has been emerging as a distinct subject of study
following its investigation from within amy other disciplines, particulgritourism research, for a
number of years (Andrews & Leopold, 30Lhang, 2011). Events and festivals, once secana
important segment of tourispmow stand connected tdut distinct from tourism and leisure studies
(Getz, 2010; Gelder & Robhinson, 2009). Moreover, according to Getz (2012a), events have direct
connections with specific areas of study, like performance study, but also with broader academic
disciplines such as economics aodislogy.

Due to the growth in the music festival industry sector there has also been an increase in
music festival experience research. Broadly speakiigbody of research has tended to address one
of two business focused questiorthe first is whatmotivates people to attend these music festivals
(Brown & Knox, 2016AbreurNovais & Arcordia2013; Tkaczynski & RundlEhiele, 2013; Geldek
Robinson, 2009; Li & Petrick, 20@wen & Daniels2005 Nicholson & Pearce, 200Crompton &
McKay,1997) ard the secondis (how to enhance) theguality of experience atnusic festivals
(Manthiouet al.,2014;Cole & Chancellor, 200Beeet al,, 2008; Morgan 2008Zole & Scott, 2004
These two research questions have enabled event managers to better understaetdattracts
attendees to music festivals so thttey can then be desigrieto attract the optimum numbenof
people and alsdoost satisfaction, loyalty andhe intention to revisit. These paperoweveralso
highlight thatevent managementesearch hastrongly maintained a business focused perspective
(Andrews & Leopold, 2@). Eventmanagement research has developed atitere are notable
exceptions to this perspective, but the point is made here to illustrate a predominant research focus.
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1.3 Researching experience and music festivals

The reason for this predominanubiness research focus is cleaithout attracting attendees

§Z & A}luo v} upge] ( *3]A o v A]l3Z}us vZ v JvRtheZnusi€s v o[ .
festival(s) would strggle to be sustainable. Without these two factors, issues of music festivals as
tourist attractions,drivers of cultural growth, increasers diversty and community cohesion and a
numberof economic implicationghey are unable to develop a positive ian or legacy. Therefore,
attendee experience research is vital to the event management subject and industry. It is for this
reason that some research has strived to become increasingly advanced and insightful. This is
evidenced by research into the comne@&lisation of the carnivalesque (Anderton, 2008), H#t@ak

Aop 3]}vi( pmlv «~ E}YAv "~ ,us88}vU TiiisU v 88 v [ u}s]lve pE
& Kyle, 2013). These studies will be discussed further in the literature review but arehiistedo
illustrate how the concept of experienceaddressed within the literatureMusicfestival experience
] Jv & e¢]JvPOC o v ¢ v Z}us8 }( $Z }E ]Jv ®C %Z v}iu v}iv[ §Z § v
factors thatare identified to effect it.

This thesis argues that for the development of event management theory and for industry
growth it is important that this predominant focus changes and furthermore, this will be achieved
through interpretative research approaches. An example of this is toidenshe concept of
experience from a social psychology perspective, which sees experience as a human phenomenon and
places the research focum the relationships of people and in addition, not only in observable
behaviour but also by the inferences of p#o0 [ Jvv E 0]J]A « ~ 0o } | =~ A U (iid+X
management research into motivations to attend musistivals, for example Crompton aihcKay
(1997); Bower& Daniels (2005), used social psychology theories of leisure researchers like those of
Iso-Ahola (1982) to underpin their studigsut ultimately reduced their findings to broad generalised
categories that offered few subjective insights. Moreover, corneesearch like that of Brown and
Knox (2016) indicatethat there has been little theoretal development around the motivations to
attend music festivals ithe last 20 yees. This supports AbreNovais &\rco | [+ ~Tiiie A] A §Z §U
while there are a number of studies in this area, the lack of methodological breadth means that this
area of research is still undeexplored. This is because ttstudies into event motivation have
predominantly used quantitative research methods to carry out research from a reductionist
perspectivewhich aimto generategeneralisible findings. Ifbroader theoriesare used it is still
conducted with asimilarly positivisiperspective, rather than one which is interpretative falistic
Chalip (2006a, 2006b) argues that this economic and reductionist insistence ignores the social value
that events can generate. Tteare notable exceptions to this (Ayob, Wahid & Omar, 2013) and some
of the research into motivations to attend music festivals does have its roots in social psychology
(AbreuNovais & Acodia, 2013). Therés only one paperhowever,which develops itsrhmework
specifically for the event management subject (Getz & Cheyne, 2002). Perhaps this is because as
Benckendorff &Pearce (2012, .@) stated, social psychology has’prawling array of theories,
methods and leval of analysis as its researchattenpt to forge a scientific approach to the analysis
of people's behaviour and experience

This business focus therefore, has driven the subject forward but iatsarbe argued that
there is now a need for a wider perspective. The research conducted to datarbafyignored the
full investigative scope of events and tigals and this means thaty overlodking thewidth and
breadth of investigation, ihasalso changd the very nature of what events and festivals are. This is
supported by Turner (1982) who argues that the historical and cultural roots of music festivals are
anti-structural spheres. They arise when there is a form of control and a cultural spacd te useert
dominant social relations, challenge ideologies and take marginalised identities and issues back to the
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centre. They can aldme a form ofprotest or resistance againstastern capitalism (Rojek, 1992013

as well as a means of social netwiokand solidarity (Eyerman, 2002). The use of music/édstas
events for the counteculture or socialismovements can be seen by the role of folk festivals during
the 20" century and in the 1960whenthey were a voice o rebellion towards aominant parent
culture (Bennett, 2001).

Waterman (1998) widens this debate and develops the argument for events research to
develop beyond its predominant business foduscausedestivals are not inclusive events and should
remain elitist as this is th@rimary mechanism for cultural development. They are actually the
expression of interests by socially and politically dominant groups and it is the commercialisation of
them that weakens the growth of culture. The tension of festivals to be a celebratiant and of
enterprise is referred to as owerful force_ 6% To illustrate thisVaterman (1998) raises the
issue of who ignvited and who is not invited=estivalgivethe appeaance of inclusivity but operate
exclusion strategies and highligggmbolic barriers. Furthermore, Jeong and Santos (2004) not only
recognise this social division but argue that evearesattempts by the sociepolitically dominant to

£ E ] Vv UIVeSE § 3Z ]E %}A EX dZ]e ]+ }v Ccdi¢lfrafiohs P 5Z
which serve as aslraction and diversion fromeal issues. The paper that this reference is taken from
was written over 10 years agand was concerned with a festival 3outhKorega howeverit seems
that neither time nor culture have rended this irrelevant if one considers the largdevisedfestivals
that have occurred in this countrin the last couple of years such &g toyal wedding(BBC, 2011)
andthe jubilee (BBC, 2012)The festival has developed but has become increasinglyifiedtwith a
widening middleclass appeal (Bloodworth, 2012; Reader, 2012).

Wilks (2009, 2011) agrees with Waterman (1998) that music festival research should be
studied with an acknowledgement of their complexity and of their samidtural issues. Takg this
further, and in line with this thesis, it is this type of research that can inform both their management
and theirsponsorship (Oakes, 2003kestivals would also be a suitable context to take forward other
research suggestions for further socéadd cultural research, offering the chance to study activities
within a defined and bounded settingWilks, 2009, |®). Researching music festival experience
facilitates insights into these soe@ultural issues because they provide a spectrum of tastes a
genres, they are bound in a specific space and they are increasingly prolific in both number and in size
(Wilks, Ibid.). The research however, must be philosophically aligned to methods that enable findings
to emerge that contain meaning and not sole asarement (Holloway, Bwn & Shipway, 2010).
Therefore,to enhance the potential of this emerging researittis argued that event management
research needs to ensure the development of the critical diversity and cutturawithin its subject
area.

1.4 The critical and cultural turn in event management research

The research aims to contribute to the emerging critical debates within music festival research
and in doing so to contribute to the development of the cultural and critical turn in evenaigement
research. Moving event management research under a ge&ychegeographical lens requires a shift
in theoretical emphasis, a 'turn' which has occurred in human geography and tourism studies. This
turn moves away from the economy to a more cultiyadnd socially based perspective and was
rooted in the considerations surrounding consumption. Moving away from a focus on the production
of culture, human geography began to investigate its consumption. The importance and relevance of
this paradigm shifts summed up by Waterman (199®8ho sees that*dstivals are cultural artefacts
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Festivals provide a vehicle afymbolic dimasion that allow for the construction and
maintenance of both individual and collective identities (Gibson & Connell, 2005). Festivals are, as
Zukin (1991) concludes, the ideal representation of modern accumulation through spectacle and
consunption in a time of flex and shift. Reviewing #egheoriesfrom 10 to 20 yearsgo, they still
have relevancebut are also still underdeveloped within the subject of events management. It is
therefore hard to state with certainty that the views of thesdters in social sciences and humanities
about culture and festivals have become outdated or not because they have not been followed up by
more contemporary thought and research from within the events management subject. Furthermore,
although this is impving, there still remains very little in the way of cultural theory expansion in
festivals and events or even research approaches that can generate thisi€roBastock and Perry,
2015). As such ndertaking resarch from this perspectivis positionedo benefit what could be seen
as the two sides of the same coin.sAhas been previously discussédwever, while event
management over the last two decades has seen considerable grdwshresearch area remains
relatively sparse and itis thisthatneed$} A 0}% ]( —-SpEV[ ]* 8} } HE ]Jv A v3 u v
and enable the critical study of the subject. Exploring the ideographic experiences of attendees at a
music festival through a phenomenological research lens is a contribution to this gdiagetarn.

Despite recent publications by Andrews & Leopold (2013), Richards, (2@L@uam (2013),

there remains,‘a substantial knowledge gap in thenerging field of Events StudiefPernecky &
Moufakkir, 2014, 2). Rdélecting on the disciplinesfatourism, kisure and gography however,

1S Z]*}v ~1iioe E&Pp « $Z § §Z A 0}%u v }( 3Z ¢urad@pdpriticalu A]5Z
turns (p.417). Occurring over the last 20 years these developments within tourism, stemming from a
stronger influence within social and cultural geographies, have countered what Urry ¢&9e@)the
productivist bias (14) and refrau o JuCE v SHPE]lw]ves™0C HOSHUE 0 %Z V}iu Vv
(Aitchison, 2006; @19). This paradigmatic shift recognises tourism studies from multiple world views
and removes the business imperatives of positivist and quantitative research (Pritchdaddian,
2007; p11; Bianchi, 209). This research recognises that events management is starting teitakar
steps towards its owrcultural and critical Z § pu t&nvafds events studies and is using the above
disciplines as a foundation to do doamord & Platt 2016) Thisresearch amsS} }vsS]vpy SZ ZSuEvV]
by investigating the emotions of experience using a phenomenological approach. It is through the use
of different research lenses that this study will contribute to the research in events managament
the development of eventggdies (Andres & Leopold, 2013) specificddhpugh a deeper, idiographic
understanding of event experience.

(N¢

Further evidence of the 'turn' and the development of events studies is starting to emerge as
the cultural significance of (music) festivals is titgrto be recognised. This can be seen in thekwor
of Derrett (2003) who researched the influential role of space and place at community featiehls
Acodia& Whitford (2006) who conclude that festivals hold a significant role in enhancing social.capital
In addition, Browne (2009) investigated music festivals as spaces to challenge everyday norms, values
and hegemony and Sharpe (2008) considers how music festivals can foster social change .aDuffy
(2011) argue that it is through the bodily rhythregperienced at music festivathat a sense of
belonging to each other is synthesised anakel (2015)used auteethnography to investigate festival
attendee behaviour aamethod to move event research forward from its quantitative and positivistic
tendencies. This gradual critical and cultulrn [however, has not yet beefully realised and the
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businessfocus of experience has paid little attention to questions of gender, power and ethnicity
which remain whollynderresearched (Mair, 2012).

Emotionsand experience of festivals have also received little critical investigation and have
only been investigated using quantitative methods and reducticamstlysido measureand explain
experience and (music) festivals from a traditional ngartéal perspetive. For examplet.ee & Kyle,
(2013); Hixson, McCabe & Brown, (2012);dtesd., (2008); Yuan et al., (200%&nd Nicholson & Pearce
(2001). It is argued that the experience of events can only be fully understood by holistically
investigating the compleéty, not by the reduction of it to its constituent parts. Thistensive
guantitative approachas Holloway, Brow& Shipway (2010) discuss, has relevance and is appropriate
for certain types of researclbut does not provide an insight into the meaning and the social nature
of the events world. Holloway et.akTiiisU *u% % }ES (chifor pn episteinological and
ontological shift in event research. Qualitative research of this nature is pglyraund outside the
specific events journals because of their management focus. The main aim of this research is a
phenomenological exploration of experienae musicfestivals, asadvocated by Getz (2008) and in
line with the requirement to develop everstudy theory and the cultural and criticdurn [of the
subject, andt takes an interdisciplinary perspective.

15 Pasitivism to fnenomenology

Thephilosophical underpinnings ohenomenology will be discussed latart it is introduced
here to raisewo points.The frst is that this research sresponse to a significant call from a number
of writers who recognise the limitations of solely positivistic resedténderson, 2011Jackson
2009) The second is an articulation of what, for this reseaphenomenology is not. Therefore, both
of these issues will provide further justification and context to this study.

The contribution of phenomenological study to understanding motivations and experience is
recognised by a number of authgifer exampé when consideringnotivations in leisure, events and
festivals, Mannell & Iséhola (1987) argue that the predominant approach of motivation research,
factor analysis, does not actuallys | }v A EC ( E JvPMuUlIEMN S}w v §]«( 3]}v_
becapus 15 vv}S$s }uvs (JE }15Z E N A%BZE] vSI@ MEIYWP \SSZ %]}
include “]Ju P]v]vPU C & ue+ Vv(MarngB & VyseAhola, 1987, (823) Theycall for
investigation to be done phenomenologically so that the immed@iascious experience can be
examined. This echoed kgdnola (1980) who stated:

What is the phenomenology of these experiences that people define as leisure? The
study of immediate phenomenological leisure experience for its own sake has been
rare in sociascience approaches to leisure (Harper, 1981). While researchers have
actually begun to see the value of asking people if they are experiencing leisure in a
given context, and if they are satisfied with their experiences, the anatomy of the
experience, @ intensity, duration, memorability and meaning, go for the most part,
unexamined.

In addition, Mannell & Ise Z}o [« ~ia3L@Wcritigque of a factor analysis approach, when
researching motivations and experience, was developed before much odéskarch had been carried

out. This raises questions about the volume of studies using this approach and also, about the
significance of the results:
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What researchers have done is to present subjects with various reasons [to

engage/attend] and ask them tate how important each of them is to their leisure

participation. Subjects have made these ratings not in relation to a particular leisure

experience but as statements about their perceived reasons for leisure participation in

general. Invariably in thesstudies, the data has been analysed by factor analysis,

§C%] 00C & «pos3]vP Jv (}uE 38} (JA ~v Ju ve]}ve }E ~u}S]A &
sepu §Z 8§ s Z ( 3}Ee+ A %0 ]V U}*E %o }%0 [ 0 J*uE u}S]A §]

most of the time.

An approach to counter this critigue, as noted above and by Getz (2008, 2012b) is to use a
phenomenological research lens that focuses on experience fromdewographicperspective. This
approach to examining the experiential will be discussed in later sect@mst provides the
(}uv S]}ve (}E 8Z]e & ¢ & Z[* %]*S u}o}P] o0 %o}e]S]}v v £ U
phenomenological research lens ised to demonstrate and conclude that firstlyeasuring
motivations and exploringxperience of music festil& using the dominant approaches limits the
research output, which in turn limits theory generation. Secondly, despite this, and Mannell & Iso
Z}o [* ~i0600 ~% E « E]S]<n }v §Z espi 8SU Z VP }(E ¢« & Z %% E
and moreover, phenomenological researtdeyond the acknowledgment of its investigative paiah
by Ziakas & Boukas (201#) event management remains largely underusether® are few
phenomenological investigati@into music event experienda peerreviewed liteature, with Ziakas
& Boukag2013)beinga rare example. There ardarge number of investigations in cloge&lonnected
areas which includepurist experiencesAndrews, 2006, 2009, 201Hayllar & Griffin, 2005; Cohen,
197%, 1979h, music listening (@ra 2006) and consumer experience (Thompson, Locander and Pollio,
1989). These papers all consider the limitation of structural functional research approaches, (Hayllar
& Griffin, 2005) and though varying in application all recognise that phenomenolagygth first
%o E e}V JuvEeU % E}A] o Jve]PZ8e Jv8} A% E] v e+ « ~e}u SZ]VP ](
}JPV]S]A «SEN SPUE U _ He ]38 ]e 0 e« E p S]A v u}Eet@, o $]A Jv
1989, pl144). Furthermore, when invégating the experiential elements of events from a subjective
perspective, insights that challenge behavioural and cognitive paradigms can be found, as more
complex relationships are identifiethus pushing event management research to develop beyond its
current paradigm (Geust al.,2013).

It is equally important to consider what phenomenological research isfhetomenological

research gathers qualitativéata andis thus nterpretative in its approacht is not however, in this
thesis, used asa@v}vCu (}E Z<«p 0]8 3]A § [X dZ]e ]+S8]v 8]}v ]Je u e
methods have been used in event managemesgearch,but the analysis is not interpretativand
therefore, despitethe qualitative data collections still reductive in the analysis and resulAn
example of this is Axeleg2007), who investigated motivations to attend special events in art galleries
using qualitative questionnaires. In the analysis, however, the idataduced to similar factorthat
are found in quantitative factor analysis research into motivations. This removes the subjective,
idiosyncratic element so pivotal to phenomengical research and aligns Axelspe G ¢ & Z A]S3Z %o}*3
positivism. In addition, for this thesis, as Wil discussed later, experience is a phenomenon that is to

JVA «3]P § SZE}UPZ JvE E% E 5 S]A u 8Z} « 8Z 8 E *% 3§ 8Z ep i
(Ziakas & Boukas, 2013). This issue is raised here because one recent paper has pursued a deepe
understanding of motivations to attend events and festivals by considering their relationship with
subjective experience and satisfactiate Geus, Richards & Toepoel, 2013). The authors recognise the
development of subjective research in relation to enstanding experiential elements of events but
again use quantitative approaches and factor analysis that neutralise any subjective insights. As will be
discussed in the literature review, phenomenology is therefore, not only qualitative and interpretative
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in approach but also a philosophical commitment with definite theoretical foundations and
assumptions to extract meaning from individual accounts of an experience,saoletly the
measurement of them (Burrell & Morgan, 1979).

1.6 Repositioning music festal experience research

As has been statedhe research focus of this thesis musicfestival experience and it is
designed to phenomenologically explore and captwkat musicfestival experience is for the
individual. For this reason, the research aito reposition the concept of experience, to change its
focus from the atra}E Jv EC 8} pv Ee3 v JvP 18 A]s8Z]v 82 }vs A£S }( 8Z ]V
(Uriely, 2005)Thisresearchexplores musidestivalexperienceand itscontribution and relatimship
to th Jv JA] difegerld (Ashworth, 2003a, 2006, 2015). As will be discussed, by placing
phenomenological psychology at its centre, this research also challenges established cognitive and
behavioural explanations for experience. To paraphrase-tbsser] {1936/1992 famousquote, this
research focuses oreturning musicfestival experience to itself, for the individual. It therefore
E « & Z +35Z ]v ]A] p o[ }ve ]}ihe masic fesfyabexpeliehcs is for them. The
researchfocusesupon music festival £ % E] v * *% J(] uluvs ]v SZ SSv e
part of, yet distinct from their everyday experiences. As an example, this passage is tak&nftio,
Flowers & Larkin (2009,1) as they articulate thispecific type of research position:

Imagine that you are about to take a swim in the sea on a hot summer day. You may not
be mindful of the pebbles under your feet until you remove your shoes, and then find
that you have to hobble the last few steps to thaterline. You may not be aware of

the warmth of the sun on your back, until you begin to anticipate your first bracing
contact with the cold water. Momentarily then, you are made aware of the flow of your
experience; for most of the time, however, yoweaimply immersed in it, rather than
explicitly aware of it. Now imagine that the event has further significance for you: you
have been a keen swimmer since childhood, but have not swum on a public beach for
some years, since undergoing major surgery fosemious health problem. The
anticipation of this swim takes on a host of additional meanings. Perhaps you are
concerned about the visibility of scars or other changes to your bodily appearance.
Perhaps you have been looking forward to this for some tiaga marker of your
recovery, and the return of a lost self. Perhaps you are simply wondering whether you
will be able remember how to swim! In any cases, the swim is marked for you as an
experience, something imptant which is happening to you.

ThispassP ]JooueSE S « SZ § %0C &E (o S]vhPU ¢C tuJvP  }ve J}ue }( v
mark it as existing outside the normal flow of the everydagerienceyet itis also contextualised in

and dfected by our past lives and has the potential ¢& %o v Jv ]JA] p o[ (USUE o0]( A}C
research was conducted with the aim of exploring the @ilenusicexperience upon the individual
andtherefore allowing a new conceptualisation afusic experience to emerge.

As mentioned earlier in the chaptethe methodological approach for this research has not
been adopted for investigating music festival experience. The approach is called the Descriptive
Sampling Method (DES) (Hurlburt & Heavey, 2001) and is an adapted qualitative method of the
ExperienceSampling Method (ESM) (Hektner, SchmidEsikszentmihaly2007), both of which have
evolved over time and witkechnologybut were constructed to capture experience in real time and
in-situ (Mittelstaedt, 2001). They do this by the researcher sendingsages to the participants
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throughout the research period (usually/=days). Upon receiving the communication, the participant

records details of their present experience. The original quantitative approach required the
participants to reply to short quegnaires, but the qualitative approach asks the participants to

record their feelings by either writing a passage, voice/video recording or by photography. This raw

data is then discussed between the participant and researcher in-depth interview. Tks approach

has the advantage of minimising memory bias, and therefore provides the opportunity to detail and
expand upon the differences of experience in a way that an interaiely approach could not

provide. Heaey et al, (2010) refers tathese captur E % E] vpristive fvv E A% E] v e_
(p.345) and it isby usingthis technique that the current research will provide insights into an

]v 1A] pn o[« upe] ( *3]A 0 /E% E]v v Z}A 18]« }vs £3pu o]e A]5Z

1.7 The field of Zxperience[research

It can be argued that commodificatipproliferation and the sponsedominated control of
events has led to a situation where there is little beyond festivals than the expansion of economic
interests (Watermanl1998). Furthermore, many festivals are created by event management teams as
the corporate property of the corporate parent (Seiler, 2000). They are now seen not as a vehicle of
rebellion and counteculture activity but, through gentrification, carefulguining and preparation as
something that can be used to drive tourism, urban renewal and the cultural economy (Sharpe, 2008).
This then, as Henderson (1991) argues, leads not to the spontaneous éueticulously planned
and controlled event, managed lojrectorsand producers who shapethrough programme choice,
venue selection, artist choice and are therefore, as Greenfeld (1988) defines them andriaater
(1998) argues, gatekeeper. can be further argued then, that the pursuit of economising and
professionalising music events and festivals has also shaped research direction and delivery. In doing
so, this has shaped and changed music festivals not only on an economic and professional level, but
also a sociological and cultural level. These areassafarch are not the focus of this thesis but are
discussed here as a critical challenge to the principle currertrel ethos in event managemeas
set out by Hollowayet al. (2010) who note that studies of experience in events must focus on the
sociccultural and the personal.

This research critically challenges the current predominant event management voice of music
festival experience research because it considers art and culture, of which music festivals are part,
from a similar perspective to &l (1996): arts festivals have a core and fundamental relationship with
culture and the values of group life and social order. It is these contentious relationships that require
exploration and arts events and festivals provide us with cases and oppésitttstudy how culture
can no longer be seen simply in the discussions surrounding business imperatives, taste or style but
that these issues must be questioned in combination with the politics of power, inequality and
oppression (Waterman 1998). Musiestivals then, are environments for ccidil researcho better
understand relationships, interactions and human processes. As an example of this, researching art

A v3e v ( *3]A 0 % Eu]S38 (MESZ & ]Jve]PZ3 Jv3} SZrentidtion}%ou v3e }
of American musig¢cited in Waterman, 1998) v 0 U[e ~i(Gi@d n Blau, 1996&jistinction
between elite and broad appeal culture. Both writers argued culture to be a form of social control
from the elite. That is to say thaesearching & events and festivals can allow an understanding of
Y4 A 0}%u v3 }( HOSUE o ]ve3]3usEe apdwigeridiha@en@utZaBthpl S
culture and art have been turned into industries at the hands of agencies and managers (Blau 1996;
Lebrecht 1996 cited in Waterman, 1998 Researching culture is more than providangeflection of
material civiligtion because culture can be a motivator for change (Zukin, 1995) and critical research
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into music festival experience has the potential to pdavinsights into thesphenomenaWeedon &
Jordan(1995) argue that, we can no longer define culture in a singularly aesthetic realm; it is bound
to society and economy and thus, should be seen as a way of life. Culture can now be seen as a
contested expresive relationship of identity, subjectivity and ideology. In studying events and
festivals through specific philosophical and critical lenses it is possible to provide these debates with
new and potentially challenging perspectives. The considerationusfarevents as a microcosm of a
larger cultural and economic shift over the last 30 years however, is not directly the focus of this thesis
but is used here as an example of their cultural and critical importance. This research focuses on the
how individua subjectively accounts for the social and cultural experiences of a music festival. The
research philosophy and focus of the eventragement research means however tllaére remains

scant primary investigations in this subject area from this perspef@vewtheret al.,2015). Writing

on arts festivals nearlg0 years ago, Waterman (19985p) discusses the trarminative nature of
festivalsboth in relation to landscape and place and the production and consumption of culture and
the meanings transmiétd through and throughout the festival. He stakes his g évents studies

by stating ‘This is no esoteric aesthetic topic; arts festivals have become events of gizbland

P IPE %Z] o }v Ev_X

The perspectives above carry much weight in favotl arts events and festivals to be
researched beyond the current parameters. It can be seen that they are of sociological and
geographical concern and therefore, it is argued, they are also of a social psychological concern
because at its most fundameritasocial pgchology is concerned with theffect we have on each
}$Z [+ E 0]5C v rdolrymesdtandng ofthem within our places and positions in the
AYEo X A& Je 8Z «3u C }( Z}A «} ] 3CU poSpuE v flseHf, BEI&fssZ %0 }UE
SIS ¢ v ] }o}P] o ~ E]-%). It & study bf Hurh&ruexdéerience.

In positioning music festival experience within phenomenological psychology, as discussed
above, it is important to acknowledge how this shifts the research focus and contribution of this thesis
away from events management. In doing so, it moves it towtrddield of experience and therefore
it is important to analyse this academic position, and this will form a key part of the literature review.

1.8 Ther « & Z p&Edpective

In this research | have adoptéteideggerianmeflective research method$Smithet al.,2009)
to phenomenologically explore the experiences of a music festival for 9 attendees. It is designed to
capture their idographic experiences and provide an insight into how these éxpees affect their
individual ifeworld. As part othe reflexive approach it is important that | provide an account of my
journey and do so inflective and personal nmmer. In doing so, it will helglarify the epistemology,
the methods usednd later, inform both the discussion and conclusitisingthe reflective technique
outlined earlier by Smith, Flowers & LarkRD09) as they demonstratiés role in phenomenological
psychology, Will start by recallingvhy and how music festivals became partrof ownlifeworld.

| have always had music in tife, from trips to my grandparents the back seat of a Vauxhall
Viva, my parents would always be playing tapes by Simon and Garfunkel, The Beatles and Paul
D @E3v C v 8Z t]JvPeX DC ( 8Z U Az} A « §}v (U A}po v[8 «]vP
brother and me, bt singing together in that car 30 years &jil feels much closer than the temporal
distance implies. Perhaps because it was something that continued for many years and included an
increasing number of bands and artists. Over time, Ine&o drive, and | would sing with my
passenger®V Z P ] &, drigids sudehand members. Tapes becamesCihd then mindiscs. Car
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changed tooput the songs and the singing were evyaesent. | still sing now, both in a band and in a

car (amongst otheplaces andsituationg. DC (]E+3 o]A upe] ZP]P[ A+ § E]ES}vV
the band was called Senseless Things and not long after | formed my first band, The Mockingbirds,
with my brother and two other school friends. We gigged and went to giggatly analysing bands

to help us improve, revelling in the smoky, dirty, pubs and clubs and being part of something. My first
festival attendance wa@ 1995, | had just started my mental healthirse training at Bradford
University and | wanted to goefore the summer became too busyZTC ] v[§ A}EIl }v §Z =+ u
semester timetable as other coursand summers were placement months, not holidays. The festival

was Glastonbunand it wasits 25" anniversary yearlt was headlined by Oasis and Pulp ang m
girlfriend and | loved themdith, as well as Theut who were the Sunday night headlinémas so

excited, even in the queue for tickets at Jumbo record shop, even on the long coach ride, even in the
traffic jams and the searching for a somewhere twipiour tent. | remember sitting on the hill that
overlooked the crowds and feeling amazed, spellbound by the size, scale and the spectacle of it all. |

E uu E 3Z 3Su}le%Z E U §Z ZA] [U - thouwsandsafhgeple by shgHgE v (] £
Comma People and feeling like | was present at a special moment in tireenember being in love

with my girlfriend, in love with the noise, the lights, with Jarvis Cocker and Robert Smith. | remember

how powerful it was to sing together with that many voicasd to share those feelings, experiences

H( 0}vP]vPU }( uv]3CX / }Vv[8§ E uu & $Z]vl]vP }( 8Z s WAEZ oo s]/
them both now.

/ 1 v[§ 83 v Vv}3Z E (*8]A o (}JE uvC C E-+ (5 @GXwds *Z]}veU

with changed. had moved to London to do a BS]Jv W+C Z}o}PC v uC Z( *3]A o (E] v
travelled away from our earlier homes. After the millennium, | moved back to Leeds and playing in
bands becaméhe norm again, adid attending festivals. Atistime, it was the Leeds Festivdlhough
A 1v[s§ P} (JE §Z u%JvPU A pPzs (& pe o 8§} §Z «]§ Z CL
Leeds music scene. | went because my girlfriend could get free backstage passes, we went to try and
network, raig our profile, hand out demo recordings. We entered competitions to faatvals, we
sent promoters CB It was a very different experiente Glastonbury a decade earlief; }v[S & o00C

Av Euu E §Z V of % E(}EU v <X ]vdurpwn festivals was%tahe | v P
Z E35}(3Z ¢ (*3]A0 AE% E]v *X hos8Ju 8§ oC Z}YA A EU 82 C ] v[8
good local festivals but nothing to rival our band heroes. Reflecting back, it was unsustainable; we
lived together, workeddgether and sang together and things just slowly (and painfully) ground to a
halt. We had all just reached our 8@ndl thinkperhaps we alielt the weight of societal expectatien
My brother moved to Canada to startreew life with his wife, a friend oved to London to start
journalism, another went traglling and | started my MSc in eventamagement. This was another
period of my life where music festivals and making music took a &eatkbut it was probably only
for two or three years. De to the @mplexities ofCanadianmmigrationmy brother had to come back
to England for a year and also during this time my father became very ill from a brain tumour and died.
This slowed down mylScas | had to temporarily withdraw. fbrother and | found strengt support,
unity and expression in another bantl.few years later | finished my MSc and it was the dissertation
of this course that wold affect the direction of my lifeworld for the next eigygars. The distinction |
received empowered me to pursue &P and to reconnect with my undergraduate degree because it
investigated the psychology of satisfaction at a music event. It was also when | first used a variation
of the methodology which is employed foretprimary research in thibesis

Two yearsafter u¢ D U u¢C €&}s$Z E & SpEv S} v % Eu v vS3o0CU
A ev[8 *3u C]JvP JE WZ v [ Z Vv[§ v 8} VvC ( *3]A 0+X &}00}A]
however, Ibecamea gaduate tutor at Sheffield Hallanuniversity Here | gainedhigher education
teaching experienceywo postgraduatequalifications and also begaimy PhDMoreover, it brought
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music events iad festivals back into my life and it did so by also drawing on, and utilising my, academic
qualifications. Soon after, Ibey 3% v JvP ( «3]A o« P ]JvX dZ C Z Z vP U pus §Z
to the same festivals because | had changed and intfaey, A E v[S $Z <« u ( *3]A o+ }( uC ¢
dZ E ] v} 0o} o P vP 8Z § P} U ]8[* u}& }@&fronjaroundine cagmrEv C (} E
SE A oo]JvP 8Z E 3} u 38X dZ E [+ v} Ze v [S38Z 3§/ A vs &} %0 ES }
enjoy singindn the car on the journey andith the crowdswhen a favourite band play still like that

sense of unity, of belorgg together.l alsostill wish | was on the stage with my band.

Looking back, | have always found the braiimd a fascinating phenomenon: be that through
illness (my diploma in health studies/mental nurse training), addiction (my BSc dissertatiomwas o
drinking habis of studentsand then music, gigs and emotions (MSc dissertation). These experiences
(amongst many others) and studies has slowly shaped my philosophical position. There is a world out
there to be interpreted but it is always changingddrchange it by studying it, as it changes me. These
feelings and readings led me ¢atical realism and penomenologywhich are discussed irh@pter 4.
dZ C o u 38} Z el Emerdendeladdalse tuths andto, ] P P @Erspectives about
interpretivist methods of knowingand researchingthat the researcher is part of what they are
researching and because of this, they shape what they are studyi#g.C pAlped me believe that
this isa positive thing, not to be written out of the researcd.Z C falight me that | can never truly
know the mind or experiences of another persbnt that we can only interpret that which they tell
us, as a radt of their interpretations. Theyelped me locate the article by Mijuskovic (1978) which
argued thatwe are never truly knowno othersand that we are driven® @ perpetual but futile
attempt to escape, his (sic) lonelinebis extreme sense of isolati@md to seek companionshipstiv
other consciousnesses orlaast to achieve a benign forgetfulme (E}u Z]e Z Eu]S]14)s}0 S]}v_ -
The Vauxhall Vivaéhe gig, the festival?

It is true that | am only at the early stages of my phenomenological journey, but | am
experienced in interpretative work and investigation. | do not offer this research dsfinitive
conclusion but the beginning of a continuing discursive approach to understanding the complexities
of consciousness and experience which in agreement with Zhavi (2005) may help to inform and
challenge the predominant models and theoridisstrives to understand music festival experience
from subjective perspective by being aware of the intersubjectivity between myself and the
% ES] 1% vSeX ~"Z §Z BU §Z SZE Ju VWwobld « belong (dgether} sheyE U v
reciprocally illuminad one another, and can be fully un@+5}} ]Jv §Z J& JvS & }vv, §]}v_ ~eZ
p.176). This is achieved through empathic, interpretative and reflective dialagpich enables the
participants and me to explore their Dasein (being in tifltdidegger1967)of music festivalsThis
is not an ethnographic account of my own expeces, it aims to explore thefdworld of the
participants but becase | have become part of theifdworld through this research, my reflexivity
and interpretations of their gperiences become a shared knowledgjeannot know their world, | can
only understand theiexperiences grounded in my owifelworld and my intersubjectivity with them.
Therefore, by being reflective of my own subjectivity, | strive to empathically gaimderstanding
of our intersubjectivity and our shared, but different, relatedness to each other and their experiences
of the music festival.

1.9 The Green Man Festival

As will be discussed in more depth later, this reseaichs to phenomenologicallyapture
the experiences of the participants as festival attendees, in real time and with strongaédity.
Therefore, it is important to provide an overview of the festival so that the attendees are provided
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with a context fo their experiences. Green Mdestival began in 2003 and in the past 14 years has

deweloped into a 20,000 capacity, feday event. It is situated in the Brecon Beacon¥\aies, the

closest town being Crickhowell. The festival site is on the banks of the river Usk. It showcases music

acts from alternatie, indie, folk, rock dance ardmericanagenres and also provides stages for

literature, film, comedy, theatre and poetry (GreenMaet, 2006). It has always maintained a strong

non JE%}IE 8 U 3Z] 0 %% E} Z v Z e+« A}v vpu E }( A E « ]Jv oy

Festival 201@(Swindells, Fahey & James 201B),(E *+ Z}}Se & *3]A o 1iil[ ~& *3]A o A E -
V Z 5 D&<|S]A o 11ifi[ 8 §Z >]A Dpe] He]vee A E e« ~'u E] vV Due]

The festival was chosen as the case study for a number of reasons. The first was the
E e+« & Z E[* (u]Jo] E]85C A]8Z 8Z ( *3]A oX pn 3§} (ESfgnthat3Z} }o}P]
being onsite with the participants and having prior knowledge of its layout and size would facilitate
the running of the research and would help to minimise the chances of problems arising which could
jeopardise the data collection period. Fuettmore, the 20,008capacitymeant that while it was a
significant size, it was also not so large that if problems arose that they could not be dealt with in a
timely way by either the researcher, festival staff or emergency services. This was a redsstaing
as this type of research hatbt been undertaken before so there were no precedents to guide the
researcher or participants. Another factor was the time of year it was held. Green Man is the third
weekend in August, so towards the end®%Z Z( ©31A «}v[ ]v @&Zeerh 2016)This allowed
a greater amount of time to select the participants and to then adequately inform them and gain
consent. In addition, this time also allowed appropriate recording apps for smartphones, external
battery chargng devices and methodological details to be fully explored, chosen and then
disseminated to the participants.

From a personal perspectivE&reen Man was appropriateecause it wasvhile attending this
festival prior to undertaking this researcthat | synthesiseal the research questionBefore the
formulation of the question and the literature searches that would provide the academic
underpinning, it was at this festival whetlee idea ofexploring the experience of attending a music
festival took shapevly feelings were generated by the scenery, the people, the excitement, the music,
the ethos and collective temperament of the festival. While other festivals had been attended in the
past and enjoyed, it was the combination of these factors thathedo choose itas the appropriate
festival for this research.

The research involved nine participants, four males and fimeales and recorded their
experiences from Thursdaorning to Monday afternoon (five days/foaights). Their attendance of
Green Marnfestival varied from, not having been before to, others who hadrbemiltiple times. In
addition, one of the nine had nevéeen to a music festival that involvetllaast one overnight stay
and one participanhad not been to a music festival for over acdde. The others in the research
group had been to eange of festivals in the past fiyears including Glastonbury, Latitude, Leeds and
Reading Festival, as well as smaller community music festivals.

1.10 Research question

The reseath question of this thesis i§AZ § Jve]PZ3+ Jv3} §lHewosd will be
provided by a phenomenological investigatioto their experiences of a music festivl_
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1.11  Aims and Objectives

Aim:To use phenomenological psychology to investightedxperience of attending music
festival and its #ect upon the Ifeworld of the individual.

Objectives:

1. To critically examine thigerature on experiencéincluding phenomenological anthropology,
phenomenological psychologthe anthropology of expegnce, tourism studieand leisure
studies,to inform the phenomenological exploration of experierafanusicfestivals.

2. To collect primary data usinthe phenomenological method of descriptive experience
samplingto provide a valid and reliable means of phenomenological investigattormusic
festival experience

3. To critically evaluate:

i) The findings of the primary data against the past literature as a means to
contextualise and assess them against current treomf music festival
experience

ii) The phenomenological methodology as an approach to gathering primary

datain musicfestival experience research.
4. To consider how phenomenological approaches to investigating the expergnorisic

festivds and the reseattmethod usedan affect future researcand theory development in
the field of research
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1.12  Sructure of the thesis
This thesis is divided imsixchapters.

Chapter 1:ntroduced the topic and justified its study. The research setting exgained,
and it also introducd the theoretical conceptsit then defined the aims and objectives of this
research.

Chapter 2The literature review is full critical review ofthe musical festivalTherefore, this
chapter looks in detail at the history of festls and music festivals, festivalisation, festivity, the
festival as a lanned event, characteristics,ativations to attend, the cosumption of festivals and
the experience economy.

Z %S E iW &E]S] o0o0C v oCe ¢ SZ (P andieievsAh#th@ilies in[ 0]S E ¢
phenomenological anthropologthe anthropology of experience amhenomenological psychology.
It also reviews the theories aftinal time, liminoid space andmmunitas(Turner, 1967, 1969, 1974,
1979, 1982); Flow and Optimal Exigeice, Csikszentmihalyi & LeFevre, (1989); Csikszentmihalyi,
(1975/1990); Csikszentmihalyi, (1999); Csikszentmihdlyi, (2008), and Authenticity, Cohen (1979a,
1979b, 2004, 2007); Cohen and Avieli, (2010).

Chapter 4 The methodological considerations angpoach are discusseérom this point
forward, and in line with interpretativenethods of research, the remaining chapters will be written
from a firstperson perspectiveCritical realism (Bhaskar, 1989) and Phenomenology (Husserl,
1911/1965, 1925/19821936/1999); Heidegger (1927/1967, 1975/1982) underpinning this thesis is
detailed and followed by the justification of the Descriptive Experience Sampling (DES) method
Hulbert, (1990, 1993); Hulbe& Heavey, (2001); Heavey et al, (2010); Hurlburt, Hedvédelsey
(2013) and the phenomenological interview technique which used to collect the data. Interpretative
Phenomenological Analysis (IPA) (Smith, 2015a, 2015b); &\#n Langenhove (1995a, 1995b);
Smith& Osborn (2015)s then discussed as the apprbaio analyse the data. The sampling, validity
and ethical issues are also addressed and thus a comprehensive justification of the methodological
approach is providedThe chapter also discusses the limitations of the DES and IPA approach. This
chapter willalso discuss how research of musical festival experieriog tise descriptive experience
sample method can contribute to conceptual theories of emotions in neurophenomenology;
speciftally, <@Epu P EJ[e ~TiiTU 1ii0d )bydadthésibof thdmdividual and collective extended
emotions.

Chapter 5:Describes the universals that emerged from theénpary research analysis using
interpretative phenomenologicalraalysis. From these rich descriptions of music festival experience,
the chapter provide v Joop<3E §]A }UVS }( SZ % ES] ]% vSe[ *Z E U C S
this phenomenathis is called the ideographicap d music festival experienc&he chapter details
the elements of the map and how, from the emergences, the map comttie neurephysical,
psychological and psyche} ] o § EE]S}E] » v Z}A §Z « §Z }u]v 8} (J&Eu §Z
festival experience.

Chapter6: Discusses the emergences of this research against the extant literature. It critically
evaluates themagainst past event management research of music festival experience, how this
research can contribute to phenomenological psychology tiesoof ifeworld and fow as well as the
theories of extended emotions neurophenomenology.

Chapter 7Provides eclarification of the main findings of the research and the extent to which
the research question is addressed. Contributions of this approach to both theory and practice are
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discussed and implications for the development of phenomenological research inda rfestival
experience is also considered. Lastly, the conclusion is brought to a close with a consideration of the
limitations of this research.

1.13 Concludihg overview of the introduction

As previously highlighted, this investigation of musativalsjexperience is undertaken from
a phenomenological perspectiv&his is done to develop the understanding of how doing so can
contribute to event management subject area and industry practice. Understanding music festival
experience has been showto be an area of increased attention because of music festival
proliferation. This research aims to respond to calls for the conceptual development of music festival
experience and contributes to it by it research philosophical position and its condepray of
experience through phenomenological exploration. Thelitative method of descriptivexgerience
sampling and phenomenologicatérviews will be employed.
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Chapter 2: Festivals

2.1 Introduction

Before reviewing the literature within the field experience, it is appropriate to provide a
critical overview of the music festival itself. This will facilitate a context for the subsequent debates.
The word #estival[hasmany meaningsicross a \ide rang of different events, be thosé » & v
profane, private and public, sanctioning tradition and introducing innovation, proposing nostalgic
revivals, providing the expressive means for the survival of the most archaic folk customs, and
celebrating the fghly speculative and experimental anegardes of the fine artelite ~& o ¢«]JU i666U
p.1). Whatever the type, all festivals and events involve intévastbetween people anglaces and
respond and contribute téhe cultures and societigis which they &ist (Andrews& Leopold, 2013).
Furthermore, the predominance of the managerial perspective and research agenda into festivals and
events has not always been the ngras historically they have been the concern of a number of
academic subjectsuch asanthropology, religion, social psychology,cedogy and folklore (Getz,
2008. Trerefore, Falassi (1987) reasons tlfastivals as defied by the social sciences are
periodically recurrent, social occasion in which, through a multiplicity of forms andies s co
ordinated events, participate directly or indirectly and to various degrees, all members of a whole
community, united by ethnic, linguistic, religious, historical bonds, and shavimgldview__ ~ %o X1+ X

Festivalsaare asocial functiorfor the canmunity in which they occuaind hold manysymbolic
meaning. They are linked tadeology, social identity, historical continuity and physical survival.
Andrewsé& Leopold (2013) argue that due to the commercialisation of events the terminology has
moved awg from socidogicaldefinitions and towards a more neoliberal, managerial lexicon as events
}u }uu} 1SC 8} uv P v e« 00X dZ €& (}& U 5Z § CEul]v}io}PC ]Jv o
Avs[ v ZuP A v3[ v AZ]lo 38Z]* ]+ | C o u v3 §&jingangetof EP]VP «p
becoming the predominant languagk the subject of events is to develop further, conceptualisations
and research need to also focus on the semtitiural and spatial dimensions of events. Historically, a
key component of festivals is th@esence of rituals which mark in time a variety of key moments.
Both the festivals and its rituals were groundedthe culture of those involvedyne shapes and
supports the other. It is this inherent relationship that has been removed from contempevayts
management so that they can be artificially commaodified, tabiel and consumed (Brown and Jesn
2004). This will become more evident further in the chapter as music festivals are specifically
discusseghowever it is also key to note that indilials at these events do still engage in experiences
at these commercialised sites; experiences which can still have significant phenomenological meaning.

22 Festival development

Establishing a historical foundation of festival development will providigang foundation

(Elu AZ] Z 8} 0 8 E /& u]v upe] ( *3]A 0eX /8] 3Z E (}E Ju%}ES v
itself. Examining the etymology of the word festival shows that it is derived from two Latin words. The
firstis Z( *Spu[ v S& webu EECU i}C}ueU Z}o] C_ v SZ ¢ }lv ]JeU Z(CC
festival or holidayHttp://www.latin -dictionary.org/festun) 2017). These words were used as plurals
and Falassi (1987) s&s that this indicates they were held over a number of days. These words also

v e v]vi3Z Ko VPO]*Z}(Z(]E[ v Z(]E[X KA E 8Ju 3Z « A}C
#estival[ Which in English contemporary society means a number of diffevecasionsuch aspecial
observances with sacred and profane celebrations; annual occasions of significance for a person, an
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age or a harvest of product; cultural everdb art and performance; a famnd general events of

celebrations and joyfulnesghis consideration of what a festival consists of shows sitiek to

another type of eventthe carnival (Mesnil, 1987). While parallels have been discussed by some

(Anderston 2008; Getz, 2010U EV]A o[ JE]P]v[s Jv §Z}onatygwsedf U % E}

masquerade and the inversion of social norms are key differentiating factors (Ané&réwspold,

2013). Furthermore, Jackson (2014) argues that the blending historical definitions of festival and

carnival as a means to define modern fedtva misleding, as the research has not sotghactually

articulate the experiences of these festivals @asdsuchielating them to past carnivals led the research

§} 1A Epe v £ PP ES _ S8Z & o0 8]}veZ]% X dzZ § mod@émne C SZ §
Juu & ] o upe] ( «3fdetefls mujtivatipnt strands and streams cannot be fully explained

by historical definitions. This is because modern music festivals are more than the radical and

countercultural experiences arttle meaning to wiich these refer (Anderton, 2008).

Hunyadi et al(2006) argues that the while festivals have been part of human history since its
conception, the definition of festivals is hard to pinpoint because of their now ¥ddging nature
and the broad appeal due factors like cheaper, easier travel and globalisation (Bennett et &#)20
JHVC ] ~1110U % X be filsiHdstivals g the modern sense of the word were actually
celebrations of art, meeting points for those of the cultural and social elitehé beginning they
included only one artform, e.g. the Venice Biennale, founded at the end of the nineteenth century,
covered fine arts, the Salzburg festivallassical music, the one in Bayreuth % €& Y &}E o}vP S]u
only international, largescaleart events and competitions (such as film festivals) were designated as
festivalsX _ &}00}A]vP §Z]«Uddoadss, the geaivtl Af}festivals has expanded rapidly and is

UIVeSE § v 8Z pe }( 8Z AYE Z( *3]A o -ahade HijoRcally npy op A

been part of its definition. Sworo et al. (2010) provides a foway definitional spilt to help provide
clarity to understading festivals:* & *5]A o @& }EP v]i §]}veX /8§ ]» $ZE}uPZ }EI
materially exist, worland can organize those products people know as a festival, i.e. the more or less
o}jvP C o }( % E(}EuU vV (}E v ]Jvs E +§ H]lv X dEME 133AR D[](( C
festivals from the traditional ones studied by anthropologists. To&-praditional festivals are formal
organizations, and this has an effect on tHde, image, needs, and outcome ~% X671« X /3§ ]« (E}u
differentiation that the second distinction can be made; that of whether the festival is either
professional orvoluntary based. There is certainly, however, a discussion to be had about these
distinctions. For example, the inference that paistditional festivals are not of a research interest to
anthropologists has certainly seen a shift in attitude in the lasedle (Jackson, 2014; Kaa & Boukas,
2013, 2014; Lamond Platt, 2016).

(N¢

2.3 Music festivals

Moving the focudowardsmusic festivalsthe following section provides amccount of how
the music festival has developed over time. It is therefore also itapbto analysethe music festival
from asocicculturalandhistorical perspectiveAs a foundation to this, Falassi (1987) provides a broad
but accurate definition of festival*€]%« ]+ v A v3U *} ] 0 %Z vimwrualy al }uvs E
human cuo S u &p.4). From here it is noted that there is vivid variety in meaning, historical
significance, colour, intensity, choreography and aesthetic. As a result, they hacheat much
research interestrbm a diverse range of academic disciplines. Degpits Falassil987) notes hat
there has been little clarification of their nomenclature or their definition. This has led to the word
covering many kements of events which includés & V % E}( VU %%E]A S Vv %pu o] L
tradition and intioducing innovation, proposing nostalgic revivals, providing the expressive means for
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the survival of the most archaic folk customs, and celebrating the highly speculative and experimental
avant-garde of the elite fine E $.1).~

Moving from older, tradibnal festivals to the 20 century,the emergence of the popular
music festival has been attributed tbe jazz festivals of the 1950There is some debate regarding
§Z pe }(83Z AYE Z%}%po E[ v AZ § ]85 u ve v Enwsidgenrd} i 11 ~Az
at the time) and popular music festivals (which uses the word to encompass a different genre of music)
(Mckay 2000; Fritlet al.,2013). Indeed, Mckay (2015) clearly states that the origins of what is today
understood as a music festival h&s lioots in these earlier jazz festivals of the f' century and
not the later 1968 festivals like Newport (1967) and Woodstock (1969). Furthermore, these and other
fedivals like them, both in the UK and the Al$have been popularised as the rootrofisic festivals
through documentaries about them such @st}} ¢3}[+i606ieU Z'0 «8}v HWEC[ ~Tii0s Vv Z&
E]8 vv] [ ~1iii*X DE<AG#tie}work (2000), Thomas (2008) uses popular media sources
§} JoopeSE 38 Z}A 37 Z (848G pavaopséh Jit Bedlse texrly noted that they are not
mutually exclusive, with overlaps and concurrency but that it is through this delinettairthe
changing appearance, orgaai®n and participation in thengan be seen. Jackson (2014) built upon
the work of Thomas (2008) by including the work of Rihova (2013) which saw the rolereftion
Ju% 3 }( dZ}u o[ ~7116e Jo pee]}Vv }( 3Z JE%}IE & ( *S]A 0 =+ % E &
Jackson (2014) argues that since 2005, because o#Rif® ~Tiiie E -e-cr@ati@dpragtices have
started to become more prevalent and understood. This has allowed greater custorsastomer
autonomy which has moved away from a service dominant appro@ekeloping previous work,
Jackson (2014)rovides an overview ohow the popular music festival haglvanced,and it now
includesZzZ VvP]v & ( «&JAisacin-bes¥an-in Tablgd.20)

Table 1:Developmental eras of the popular music festival.

Years Era Explanation
1956 The Beginning of outdoor gatherings for jazz at Beaulieu 1P%61. Idea from Glyndebourne
1967 emerging Festival.
festival 1960s Richmond Jazz Festival started to programme emerging rock music.
/ v8](] S1}v }( ZC}uSZ o]( *SCo [ SZ S ¢ % E S Zlo Z
1968 The Largescale, multiday, camping. International lirep of musicians.
1970 commercial  }v(o] S« v SE}u o0 » @of-tERZSZ ]BbO0id06iX
festival
1971 The Start of smaller, nolrommercial versions d@slastonbury and Reading festivals.
1972 transitional U § WE]*Z %% E} Z o -8 E([ AIAG® %6i}d® %0 VV]VP E
festival media criticisms.
1973 The free Smaller festivals resulted in less negative impact.
1979 festival Less emphasis on the lig and more on the participant.

Volunteerism led to the blurring of roles but reflect practices of communality.
EuPes v 0 }Z}o (LMoo 3Z Z( *3]A 0 *%]E]S[X

1980 The Festivals had a cause e.g. environmentalism.

1992 political Sites of legitimateesistance compared to the Thatcherite demonstrations outside of the
festival festival.

1992 % ]S Of % ]S o]*uU }uu E ] o]J*u v }vepu E]Jeu S | vVEE S P

2005 festival 2008, p.134).

Greater control through the indirect impaof the Public Order Act 1994. A reaction to the
moral panic over unlicensed raves.

As festivals became more commercial the focus was on attempting to extract as much
capital from festivajoers as possible and the balance of power returned to the organise

2005 The Highly managed and corporate sites
2008 engineered Cocreated by the festival participants
festival Liminal but sanctioned space.

McKay (2000); Thomas (2008); Rihova (2013); Jackson (2014).
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In some shape or form then, popular music festivase been around for abauhe last 70
yearsandare nowt}v }( SZ u}eS *SE]I]vPOC spu ee(po v Vv HE]JvVP ( SHCE
culture consumption for young people and oldgmerations of enthusiast alike ~D < CU TiifA*X ]
by globalisatiorand mobility, they are becoming increasingly ctadly plural and inclusive whilstill
offering meaning into phenomena like belonging, identity and community (Beenett,2014). Itis
for this reason perhaps that music festivals present so margareld opportunities, perspectives and
conceptualisations. They are a cauldron of economic, political, sotioral and psychological
intrigue; the elements simmering and changing over time as they interact and combine with each
other.

24 Festival heory

As seen in the previous two sections, there has beén]a v]vP  (]Jv]3$]}v pecause $]A o]

it has hadto incorporate its increasing presence in"2¥ntury life Thishas had a number of other
effects upon the sociaultural landscape. An exangpdf this is Richards (2010) who writes about the
Z A v3(po ]8C[ v 18] « A]J3Z % }ES(}0]} }( A vEe AZ] Z «CVSZ *]e I
SZ ]& MOSUE O }VeHURS]IVX dZ Z VSE % E v PE] aultpsC [ E[Z Z E
encompass different forms of cultural practice that offer sources of inspiration and engagement.
Richard (ibid.) states,Cultural events have become one of the major avenues for harnetssg

E 3]A]S3C_ ~% Xide+X dZ]redenerdtZ anthagidivigsdrhte ciigs and find new avenues of
entrepreneurial, creativity and intercultural inspiration. The European Commission continues to
recognise the contribution that large scale events and festivals can have upon cities and this can be
demonstrated in its awards of both the European Capital of Culture, which celebrated'its 30
anniversary in 2015, as well as the GKy of Culture (European Commissio@12). In contrast
however, Rojk (2013) argues that through the deliberate use weémts and festivals that are known
to have pleasurable outcomes for the individual, greater social inequalities are deepened and
exploited. The festival studied for this research is not in an urban area but is discussed here, from a
macro perspective, tonpvide a wider context that may have a bearing upon the indizisl involved
in this researchi-urthermore, there are certainly important questions about the relationship between
§Z S8 v ¢ A% E]V U %}0] CU % E}(]S vdVuke iSacddetha(inESZ E
is most useful to think of them as components of lifestyle architecture through which we now build
competent, relevant credible images ofirselves ~Z}i U 1i1iiThisdeveioping complexity
within festival theorymeans tha festivals are beginning to baésed and researcheftom multiple
perspectivesand that this has broader socmultural ramifications. Examples of this are discussed in
the next section.

25 Festivalisationand festivalscape

Festivalisation is underpinndaly the development of space and place to affect change and
effect the experiences of the attendee. Experience of space and place has strong roots-culaci
theory and will be discussed at a later stage in this thesigohtext in this chaptersimore closely
o]Jvl 8} 38Z 0]8 & SuE }( Z+ EA] * % *[X >]I 8Z (+8]Ao0o E +« €& Z
based upon an urban festival however, as mentioned above, not only is festivalisation worth noting
from a broader perspective bulso, norurban festivals are still developed and designed around the
attendee and change how space and place is used and presented. For examplejraarofestival
may attract attendees to a region they may not have been before, nor otherwise thougbirgj to.
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This has the potential to impact upon their experience as well as that of the local community. Getz
~Tili* %o %0 0] ]5v E[e ~id6Te (Jv]8]Iv }(» EA] ¢ % Vv A 0}% 3}
aspects, from arrival to departure of thevent, which interact with the attendee on a multisensorial
andemotional level (Tattersall &ooper, 2014). There has been research to show that there is a strong
relationship between how festivals and events are designed and how this effects attendee
engagement. Moreover, the more engaging the eventscépe more involved the attendee becomes

and the longethey are likely to stay (Lin ®orthly, 2012; Siet al.,2012). Understanding the effect

(O ZYA  «]Pv v (( 8 8Z &% v [ fdlefestivAE &ad @B impact upon their
lifeworld has the potential to provide key insights into music festival experience. Furthermore, it will
add to the body of knowledgestablishinga need for a deeper understanding of this subject, which is
discussd later in the chapter@aru& Cova, 200).

There is evidence to show that through festigation and festivalscapettendeeselicit
certain feeling v u}$]}ve AZ] Z v - E] e Z( *3]A]S8C[X D 8Z *}v ~1ii
asa relationship between the music, emotions and audience and the role it can payaudience] «
feelings ofauthenticity. Finn &rew (2013) however take a different stance and in their research of
Z( *3]A13C[ }( 8Z 'o *3}v pEC (today hedddtiviahexpgrienceds &ftén represented
as that site of liberation and cathartic expression; amvadfld where the constraints of consumerism
and an everyday self can, for a moment, be left behinoBit] Taking the case of Glastonbury modern
festivity has evolved as a credit to consumerism. Glastonbury has been transformed from a casual and
chaotic past into a haven of rationalised consumption that mirrors that oftrads postindustrial
cities_. ~%0 X 0170 XoMAa (HD1YwHers an explditm for the tension between what festivity
used to be and what it is now, when he writes that the sensation of festivity offers a relationship
between modernity and tradition. Is it that through the process of festivity, the attendees are
reconnected withan individual and communa%. <5 §Z § §Z C }v[S }&E Vv][S§ ee Jv §Z ]

Kv Jeep A]3Z pv E-+3 v JthBt tAdse BydlNedftehefind it hard to express
their experiences beyond broad terms or generalities and reflect more on the service/festivalscape
model (Liu& Worthley, 2012; Siet al.,2012) mentioned earliethan they do on the ideographic,
subjective eperiences. It is notable that certaglementsof experience and festivity are included in
the festivalscapeonceptualisationso this might be because bbw the research is conducted. That
is to say thateven semistructured interviews can yield limiteresults if the questions contain a
certain perspective: a managerial, post positivistic one, for example. Academic conceptualisations of
§Z ( *3]A v ( *3]A]JSC & % E < v3 Jv }8Z > ( AE [* *% 8] 0 Vv
interpretation ofvan ' vv %o [minality. These are howevecpnceptualisationsvith contrasting
perspectives. These will be discussed in more detail later in the chapter but as an introduction it was
Lefebvre(1991a [1947]; 1991b [1974]) who saw festive space as a plaescape but also unity
through festive activitybut significantlyhe observed thathe festive space did not reverse or invert
the norms of everyday life, buaither magnified them. Other theories of festive experiences see it as
turning the world inside out, with a suspension of hietsical norms and distinctionspe which was
temporary and that the everyday social structures would be returned to (Bakhtin, TeG8r 1969,

1979, 1982, 1987 his research wifenerateidiographic accounts of§§ v  experience omusic
festivas and in doing sowill be ableto analyse these anthrsociological theories furtheby
developing adeeper understandingf the relaionship between the self and others within music
festivals.
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2.6 Characteristics of music festivals

Green Man festival is the research site for this stady its characteristics were outlined in
the introduction. For clarity of position and perspectivés important to contextualise it within the
music festivalindustry. At the centre of a music festival is the principle of programmed musical artists
(Jackson, 2014). Other factors are more flexible including the nuofbaays, with some day long
and others lasting between two and sevdays(Mintel, 2017; Stone, 2011). Furthisrthe supporting
activities and content and the music typee that jazz, folk, pop et¢Stone, 2011Hunyadi et al.,
2006).Indeed, the range of music festivals is br@amd while the taxonomy of Paleo & Wijnberg
(2006) offer some degree of clarithe 12-yearold article could be argued to be unrepresentative.
This is because the article, at 12 years old, may not be as representative as it was when written. The
market has %o E}o0]( & S <]Pv](] vSoC ]Jv §Z]e S]u v u 8} 38Z (+3]A o
differentiation, it is now how less us@©r, at least the binary nature of the categoriesutd be
E Ale X &}E APufdefocuged v Z}%o (focd/nationalkinternational) were
v 1A Jv  §]u (JE <} Jou J[*]Ju% 3 u%lv ( *3]A 0 % ES3] ]%

Specifics of the music festival are fluid then, but this thesis finds accord with both Stone
~1iiie AZ} pe » 82 A}E (Z266)%s[an nelpisive term to cover all tymésnusic
included at festivalsvhether % E (}Eu Zo]A [s aZalle][]% E(}EuU vs, JVA}oA]v
Zo]A [ % C (}Enists using@ecorded musisamplersand backing tracks, as well as
recorded music being played throughrige amplification systems enablingeople to dance.
Rojeck~Tiiie 0} pe » $Z § E w &% bisad and-hcluSive terms it hagnoved on
from its specific territorialised genre’music defined byhe Tin Pan Alleyradition of the three
minute song formula structured around narrative typifications, basic chord structures, harnessed
to powerful commercial interests(p.1). MoreoverU §Z pM]l]v « E Zu}E o0]8 €& §
commercial success is achieved by a walgge of artists and lastly, the boundaries of today
Upe] & Zo IC[ ~%Xis A]S3Z u vC E}e*}A E+ v OopuEE]JVP }( P
significant impact of musihierarchies and audienceRdje, ibid).

It is for these reasons thattheex@E] v G « & Z Z & Jo Zupe] [ ( *8]A
has a wide range of music types astgiles all with varying degrees of commercial success and
%0} %oppo E]SCU §Z €& (}E& S} pe 152 €& Z%} %[ }E Z%o}%opo E[ » u-e
whenconsidering the focus of this thesis is on the idiographic experiences of the pamticignd
its affect upon theirifeworld.

2.7 Music festival as a planned event

In Chapter 1 itvas noted that event management as a subject area developed from rdsearc
within leisure and tourism studies (Getz, 2010) and because of this it was still academically in its
infancy. Tis is evidenced by Getz (2012412) who suggests:

The events "industry", if we can call it that, is well established in many forms such as
meeting and exposition planners, festival managers, sport event managers and
marketers, or entertainment producers, but as an academic field of study and career
path it is quite new and immature so new that the focus remains on management of
events withaut ever having established a core of event studies.
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Since the turn of the millenniutihe events industryias en considerable growth and differentiation
but as will be shown much research into music festivals tends to broadly work from the perspective
of these type of events as plannegants as defined by Getz, (201228):

ZWo vv Avse[ E & & 38} Z] A <% ]1(] }u3 }u U ]Jv op JvP
the economy, culture, society and environment. Event planning involves the design
andimplementation of themes, settings, consumables, services and programmes that

suggest, facilitate or constrain experiences for participants, guests, spectators and

other stakeholders. Everyeve®} E[e A% E] v ]* % Ee<}v o v uv]<pg U E]
the interactions of setting, programme and people, but event experiences also have

broader social and cultural meanings.

This quote highlight that within the event management literaturenusic festival experience

could broadly beconceptualisednto two areas.The first conceptualises music festival experience as
( S}E s} 08 & e u ve 8} vZ v ]JvP 88 v e[ ¢ S]e( S8]}v v o]l

* }v A ¢ VA +3]P S]JVP [E% E] v CE-+ & Z]VP % }% 0 withu}3]A 3]}V
a view that event managers could then ensure these factors were part of the planned experience,
increase satisfactio and thus, the intention to ndsit (Cole & Chancellor, 2008; Cole & Illum, 2006;
Cole & Scott2004) Cole &Scott (2004) demonstratl a sequential relationship between performance
guality, experience quali, overall satisfaction and vésit intentions as a model édéstivalexperience.
Contrastinglyto the tourist experience model, it was found that experience quality had a different
relationship to satisfaction and xésit intention. Cole & Illum (2006) found that in a featisetting,
experience qualitys multifaceted and quality service provision and attributes do metessarily lead
to positive festival experience. They ref8r} $Z ¢ o Z%*C Z}0}P] 0 E *%}ve o[ ~% X i
(LESZ E }E % E ]Jve]PZS Jv8} §Z]e % Z v}u vésedrchiloowéd tdatv o0} E][
overall experiencevas affected by the influence three key dftutes: programs, amenities and
enter§ Jvu v§X dZ «p o]SC }( 82« ( S}E&e+ 0o =« 8} §Z & S]vP }( 8z
satisfaction and thg, their intention levels of mgsiting. Significantly when exploring the phenomena
of experiencehowever, it was also found that SZ  %ood&fiicients from attributes to experience
quality were not high which indicates that there were other contributing $}E+ $Z § A E Vv}$ <5 ]
(Cole & Chancellor, 2008, p.322). This helps to illustrate that the relationship besxpenience,
satisfacton and revisit intention is not as linear as the mod#lows Certainly, there is a link from the
attributes to satisfaction and rasitintention, but it also suggestthat experience atestivalsis a more
complex phenomenomnd one that it is not wholl dependent of the delivery and quality of certain
service attributes (Pine & Gilmore, 1999).

The events management approach to understanding music festival experience is
demonstrated by Lee & Kyle (2013) who investigates negafve and positive emoticmshaped
attendees[experiences of music festivals. To do tRihing(1997) consumer emotiores (CES) was
expanded to form thedstival consumption emotion cle It had sixdimensions love, joy, surprise,
anger, sadness and fear. It was concluded that the music festival experience could be expressed
through four basic emotions; love, joy, surprise and negative. Furthermore, Lee & Kyle (2013)
acknowledge that% } %00 <[ ]v ] odlat€thele @& ]complex emotionsay havethe affected
the results It can be arguedhoweverthat the process thatvas used to identify emotions araloid
redundancyby sorting out synonymous worded to huancesand harder to express emotiorging
omitted from the researcldata. It can be argued that by reducing festival esipnce to fourbasic
emotions, Lee & Kyle (2013) have demonstrated that the emotions of festival attendaedess
complex than those associated with product consumpt{®ichins,1997). In addition to thisthey
acknowledged that they did not examine the reasons behind why the festival expegenesated
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the emotions found but"u v P E+ }uPZ3% 3} (} pu» }v. E 8]JvP v u v P]JvP VA
engender joyful and loving emotionsC  Z}}*]VP %% E}% E] & ( *3]A 0 Su}e%Z E] -
p. 656). Both Lee et.gR008) and Lee & Kyle (2013) reduce festival experienbas@components

and offer no level of insight into the phenomenological experienees o actual meanipis extracted

(Ziakas & Boukas, 2014).

A further example of event experience being conceptualised as a behaviour which can then be
uv P V % E ] 8 SJEIAN3T}v o u} o }( Al+]3} Enfestval &ndEciaE] v
events| ~ C} U t Z] ~ Ku ThdpsychdloXical theory of attribution (Heider, 1958used to
predictthe behaviour offestival visitors. Briefly, attributional theory attests that individuals seek to
explain their behaviour and do so by analysing thekv v }3Z Ee+[ Z AJ}uEe Vv ep * <p
develop explanations for it. These causal inferences can be seen as internal and external attributions
(Alcock & Sadava, 2014; Crisp & Turner, 2084]. int8rnal locus of causality fact¢are the event
features and the gxternal factofare the social interactions. This aconceptualisationto Cole &
Chancellor (2008) and Manthiou et al. (2014) but is underpinned by a social cognition theory. In doing
so however, it does reduce the concept of the event ex@eré as something to be predicted based
on factors that can be controlled in the same wihgt products and services are (Kanuk & Schiffman,
2007). In this way, as can be seen in the model, this conceptualisation of event experience is based on
satisfaction and future intentions and not on the deeper understanding of what the attendees are
experiencing and why. Moreover, attributional theory is not withoutitsiceptualbroblems. The first
of these is that people are unaware of their own causes of behawaod do not question why they
act the way that they do (Nisbett & Wilson, 1977). Moreover, even when people do consider these
cauus 0 E 0 $]}veZ]% U u}sd 3S]A]8] « E % E(}EuU ]Jv 338 }( Zu]v o
because most research icbeen conducted in Americéhere is the effect of culture norms on
attributional thinking. Sampson (1977) and Nisbett (2003) both demonstrate@xkent attributional
thinking was dependent on cultural notions of the salbntained individual, which is prevalent in
America and situational factors, which are more apparent in Asian cultures.

Thereare, however,conceptualisations of event experience that do utilise a more holistic
perspective (Getz, 2008, 2012; Morgan, 2008). The model of Getz (2008) does conceptualise event
experience as interelatedelements:conative, cognitive and emotional dimensions. Inhd]}vU ' $1]
(2008 modelutilises a multidisciplinary approach toxperience andarguesthat it is a phenomenon
that extends beyond the study of behavioAny subsequent research however is limitedcause the
philosophical position remains unchang&rowtheretal.,iiifieX D}EP v[e ~issidntlauth o
Getz(2008) becase it approaches event experience from a holistic perspectivedgatin,one tha
epistemically is no differenThe focus is still on the eveahd the management of that experience.

They do not challenge the positivistic perspective so prevafetite events management literature.
dZ C } v}3 % E}A] Jve]PZ3. Jvs} §Z Z AR0I@)0S, pShcagnisps ( *S]A o

E% E] v ¢ E]J]* IUS }( % }%0 [ ¢} ] 0 VvV HOSHUCE O IPE}uv
frame experience is embedded inetsocial order of specific societies and social

PE}Iu% Y A% E] vacetedEthey jaonse]from activities and the physical
environment. People have different experiences even if they are doing the same thing
]Jv §8Z <« u %0 Y sB¥exitemal. They are embodied in people in that

§Z C & % Ee}v ooC (08 v v }voC E% E ¢ X W }%o0 [
feelings of the moment affect their experiences.

This provides further support for extending the understanding of music festival iexjgerso
that they account for the factors discussed in the above quotation and moreover, for
repositioning this research in the theories of experience as a means to do this.
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2.8 Motivations of attendance

Adapting the escapseekng theory of leisure motation developed ly IscAhola (1980),
Crompton &Mckay (1997) were among the first tourism researchers to investigate motivations to
§8 v ( *3]A oU EPp]VvP 8Z v 8§} puv. E*3 v 33 v o[ u}3]A 3]}ve
optimal experience, anthat past research had shown motivations to be multifiatsfeld 1992;
Crompton, 1979)Sx motivational factors were found

I.  Cultural exploration
II.  Novelty/regression
lll.  Recover equilibrium
IV. Known group socialisation
V.  External interaction
VI.  Gregariousness (Crompton & McKay, 1997)

The identification of these motivations provided support for the work of Mansfeld (1992)

Crompton (1979) which recognised the need for a rmalbitivation framework. The research did

however, they contend, also challenge-ls@}o [« ~i8 61+ -seekitg tleory. It was found that

( *3]A o u}3]A 3]}ve A E % E }u]v v308ZZ& BIZR[ Z Z A}p} [ & pE usS S
overall, both elements were intertwined. This, however, is not developed further and Crompton and

Mckay (1997prgue for§Z  ju]v v }( §Z Ze+ I1]JvP[ u}3]A §]}v 8} }v op S8Z §
not be seen as a subsef tourism as they are recreational offerings. This statement seems at odds

with their research findingsespecially in the light of DuaRoss & Iso Z}o [* 0 § E E « & Z AZ]
found that @E3 Jv S}uE]*Se A E +]Ju]Jo EoC § P} @otivations (BPODIvP[ Jv
Furthermore,both Crompton& Mckay (1997)and subsequent researchers into event and festival
motivations, seem unwilling to acknowledge a significant aspédso- Z}o [+ ~i606Te u}3]A §]}v
framework.It can be argued thathis unwillirgness iconnectedto the managtrial priorities of the

event management researchs opposed tdhe social psychological perspective of the motivations
framework. That is to say that, investigating motivations is sewt as an ongoing process to

understand behaviourto be a dialecticaldevelopmental processut as an insight into optimising

service provision (Iséhola, 1980; 1982). Another theory of motivation is that of Deci & Ryan (1991)

who arguethat motivations are either intrinsic or extrinsi8mply put, intrinsic motivation is® }]v P

an activity for its inherent satisfactions rather théor some separable consequence ~ %o XfioeV ASE]V:
is the opposite, with the activity being undaken for a separate outcomé&his approach however

does not cosider the complexities and interwoven dynamics of motivations (Brownsteah, 2000).

Furthermore, the categories of motivations identified by events research does littleelp us

understand these complexities as thaye reduced down to a number of fictors Bowen & Daniels,

2005;E] Z}oe*}v ~ W U Tiiie JE& ¢Ju%o]*s] § CEue o]l ~(}E& (pv_ ~ Z vPU

This interpretation of Iso Z}o [« ~id 61V {0 6dontingeddddus upon management
outcomes (Crowtheet al.,2015) and move to a more subjective, exploratory approach (Mannell &
Iso-Ahola, 1987) means that upon review, there has been little development in motivation theory
within the event management literature area since Crompton & Mckay (1997). For exangbleldsdin
& Pearce (200who used factor analysis over four types of event; Yegal.,(2005) whoused factor
analysis at a wine festival; Bowen & Daniels (2005) who used factor analysis to group attendees
together based on motivation; Gelder & Robins@0d9) who provided primary research support for
the previous studies and finallyi & Petrick (2006) who provided a review of the event motivation
literature and conclude thatd ( JE0C }ve]ed v (E G &E E&I] Z o v 8 0]*Z _ ~%o>
in this area of event management research and that research has progressed beyond the simple case
study. An adaptation of their table summarising these, and other motivation fagatarsbe seen in
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Table2 (p.28). Their argument is well founded, but all excepte of the studies reviewed used a
methodology that employed motive items and Likert scatadies completed more recentlgfter Li
and Petrick (2006)would still have fitted into their summary of research approach andiffigs.
McMorland & MacTagga(R007) and Tkacmgki & RundleThiele (2013are two examples which both
demonstrate an accord with Crompton aial < Q1997) findings. A third study by Pegg & Patterson
~Tiiie 3 § 8Z 3§ 3Z|]E E + E Z ]* "o EP 0oC }veluklevidkeApyzZ 3Z
}JA v © v] o« ~{p.BBy This raises the question of what progress there has been in this
research area and is evidenced most recently by Deeéesd., (2015) who used factor analysis to
conclude that are three motivations for adng film festivals: novelty andew experiences, desire
for leisure and entertainment anthe chance to see a greater number of films. More specifically to
music festival experience Brown & Kng016) }v ou §Z § §% v atiohsucpsidAbe
distilled into four main categories; experience, engagement, novelty aadtipal. The breadth of
these categories means that they have a rhetorical truth and have many similarities tetpdsts
but offer very little deeper subjective or experiential insight.

In a more recetreview by AbretNovais & Arcdia (2013) they recognise that the similarity
in research approach facilitatemmparison but*o]Ju]Se $Z A& %o 0} Etha} Js/stii( undéf} %o |
& « E @.44). Research using a qualitative approach towards event motivations is limited but
interestingly, because the research philosophy maintains its managerial perspective, the results differ
little and do not offer much more insight than thogsing facor analysis. For example, Axai42007)
reduced the indepth interview transcripts to a similar list of motivations which bear significant
similarity to the quantitative approaches. That is to say that there is no deeper exploration of the
expeaiential. This demonstrates that without progress epistemically, the method used will lead to little
change in knowledge. Mannell & ts@Z } o ([L987)critique of this type of motivation resech was
published over threalecades ago and there remains btttlevelopment within event management
research over this time. Research that does demonstrate the potential of epistemic development in
motivation research comes from areas of psychology which show the effect of motivations to engage
in leisureactivitiesupon subjective wellbeing and quality of lfdadams, Leibbrandt & Moon, 2010;
Cini, Kruger & Ellis, 2013).

Referring back to Mannell & Isdhola (1987) as they debate the experiential phenomena

%0 d

involved in tourisnten ¢ &+ % E&]}E S} E}lu%S}v "~ D < C[s ~i0d0etoE « &E ZU

analysis does notactuallys | }v A EC ( E JvRIVU}EPFA §F]]v v -« Béedus&]}v _

15 vv}s Juvs (J@E }18Z & » FE% E] vs] ngthe%plsy viU AZ]3Z Jw@&p pE

AMu R]JvPU C & ue+ v MangllRviseAhola, 1987, p. 323). Developingontisé}o [«
(1980; 1982) model, Mannell & Igghola (1987) call for research into leisure and tourism experience
S} £ ulv mmedidté cons]}pue A% E] v _ piengméndlegicAl résearch.
Leisure and tourism studies have responded to this and similar calls and those studies will be
discussed later in this chapter.

One recent paper which has pursued a deeper understanding of mioihgatio attend events
and festivals by considering their relationship with subjective experience and satisfastioa work
of de Geus, Richards & Toep@2013) who recognise the need for the development of subjective
research in relation to understaimy experiential elements of events, but again use quantitative
approaches and factor analysis that minimise any subjective insights. Using the irgximgisic
motivation theory (Deci & Ryan, 1985), the research showed that there was a relationshipelbet
motivation, subjective experience and satisfaction (GefLel.,2013).
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Table2: A Summanyf event motivations studies: @sult and apprach

A summary of selected studies on festival and event motivation

Researchers
Ralston & Compton (1998)

Uysal et al (1991)

Uysal et al (1993)

Mohr et al. (1993)

Scott (1996)

Formica & Uysal (1996)

Schneider & Backman

(1996)

Crompton & McKay (1997)

Formica & Uysal (1998)
Formica & Murnmann
(1998)

Nicholson & Peace (2000,
2001)

Nicholson & Peace (2000,
2001)

Lee (2000)

Dewar et al (2001)

Lee et al(2004)

Delineated Factors

Stimulus seeking; family togethernes:
social contact; meeting or observing
new people; learning and discovery;
escape from personal and social
pressures; nostalgia

Excitement; externafamily;
socialising; relaxation

Escape; excitement/thrills; event
novelty; socialisation; family
togetherness

Socialisation; escape, family;
togetherness; excitement/uniqueness
event novelty

Nature appreciation; event
excitement; sociability; family
togetherness; curiosity; escaper
Excdiement/thrills; socialisation;
entertainment; event novelty; family
togetherness

Family togetherness/socialisation;
social leisure; festival attribution;
escape; evenexcitement

Cultural exploration;
novelty/regression; gregariousness;
recover equilibrium; knowsgroup
socialisation; external
interaction/socialisation
Socialisation/entertainment; event
attraction/excitement; group
togetherness; cultural/historical;
family togetherness; site novelty
Externalinteraction/socialisation;
novelty'uniqueness; escape; family
Socialisation; novelty/uniqueness;
entertainment/excitement; escape;
family

Novelty/uniqueness; socialisation;
specific escape; family
Specifics/entertainment; escape;
variety; novelty/uniqueness; family;
socialisation

Cultural exploration; escape; novelty;
event attractions; family togetherness
externalgroup socialisation; known
group socialisation

Event novelty; escape; socialisation;
family togetherness; excitement/thrills
Cultural exploration; family
togetherness; novelty; escape (recovi
equilibrium); event attraction;
socialisation

Event Nameand Site
1987: Dickens on the
Strand, Galveston, USA

Pleasure Travel Market
Survey (1985), USA
Corn Festival, South
Carolina, USA

Freedom Weekend Aloft,
South Carolina, USA

Bugfest Holiday Lights
Festival and Maple Sugarin

Festival, Ohio, USA
Umbria Jazz Festival, ltaly

Jerish Festival, Jordan

Fiesta in San Aahio,
Texas, USA

Spoleto Festivalfaly

Marlborough Wine, Food
and Music Festival

Hokinka Wildfood Festival
Warbirds over Wanaka

New Zealand Gold Guitar
Awards, New Zealand

1998 Kyongju World
Cultural Expo, South Korea

Harbin Ice and Sculpture
Snow Festival, China

200 Kyongju World Cultural
Expo, South Korea

Methodology
48 statements; Hoint
Likert scale

12 motive items

4 statements; §point Likert
scale

3 motive item; 5point Likert
scale

25 motive items; foint
Likert scale

3 motive items; Epoint
scale

23 motive items; oint
Likert scale

31 motive items; Epoint
Likert scale

23 motive items; foint
Likert scale

Open ended questions; 20
motive items; 5point Likert
scale
Open ended questions; 20
motive items; 5point Likert
scale

34 motive items; foint
Likert scale

23 motive items; foint
Likert scale
34 motive items5-point
Likert scale

(Li & Petrick, 2006)

de Geuset al., (2013 however, unable to determine which kind of extrinsic motivational style
influenced satisfaction or experienced positive affect. This result led to a call for future investigations
to conside hedonistic motivations as not being the same as intrinsic motivations and that the external

Z] vs](]

1% @Ee}v o[ u}3]A 8]}ve

E o} ulE

JVEE]ve] SZ Vv % E A]}u:

these issues raise further questions about the limitati@f using quantitative methods to investigate
subjectivity. Furthermore, if a framework of motivation is so susceptible to research contextualisation,
resulting in the fundamentals of the intrinsic and extrinsic motivation to be repositionedt wha
contribution does it provide?Finally, it is also worth considering that when investigating the
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experiential elements of events from a subjective perspective, insights that challenge behavioural and
cognitive paradigms can be fourad more complex relationshipse identified, requiring the study of
event management to develop beyond its current research paradignGéuset al.,2013).

Mannell & IseAhola (1987, [825) recognise that to understand the meaning of experience,
tourism and leisure studies needed ¢t beyond a research paradigm that was epistemologically
bound to measurement and this thesis makes the same argurfenthe studyof music festival
experience. 