University of Calgary
PRISM: University of Calgary's Digital Repository
University of Calgary Press

University of Calgary Press Open Access Books

2021-04

Creative Tourism in Smaller Communities: Place,
Culture, and Local Representation
Scherf, Kathleen
University of Calgary Press
Scherf, K. (Ed.). (2021). Creative tourism in smaller communities: Place, culture, and local
representation. University of Calgary Press.
http://hdl.handle.net/1880/113280
book
https://creativecommons.org/licenses/by-nc-nd/4.0
This open-access work is published under a Creative Commons licence. This means that you are
free to copy, distribute, display or perform the work as long as you clearly attribute the work to
its authors and publisher, that you do not use this work for any commercial gain in any form, and
that you in no way alter, transform, or build on the work outside of its use in normal academic
scholarship without our express permission. If you want to reuse or distribute the work, you must
inform its new audience of the licence terms of this work. For more information, see details of the
Creative Commons licence at: http://creativecommons.org/licenses/by-nc-nd/4.0/
Downloaded from PRISM: https://prism.ucalgary.ca

CREATIVE TOURISM IN SMALLER COMMUNITIES:
PLACE, CULTURE, AND LOCAL REPRESENTATION
Edited and with an introduction by Kathleen Scherf
ISBN 978-1-77385-189-1
THIS BOOK IS AN OPEN ACCESS E-BOOK. It is an electronic
version of a book that can be purchased in physical form through
any bookseller or on-line retailer, or from our distributors. Please
support this open access publication by requesting that your
university purchase a print copy of this book, or by purchasing
a copy yourself. If you have any questions, please contact us at
ucpress@ucalgary.ca
Cover Art: The artwork on the cover of this book is not open
access and falls under traditional copyright provisions; it cannot
be reproduced in any way without written permission of the artists
and their agents. The cover can be displayed as a complete cover
image for the purposes of publicizing this work, but the artwork
cannot be extracted from the context of the cover of this specific
work without breaching the artist’s copyright.

COPYRIGHT NOTICE: This open-access work is published under a Creative Commons
licence. This means that you are free to copy, distribute, display or perform the work as long
as you clearly attribute the work to its authors and publisher, that you do not use this work
for any commercial gain in any form, and that you in no way alter, transform, or build on the
work outside of its use in normal academic scholarship without our express permission. If
you want to reuse or distribute the work, you must inform its new audience of the licence
terms of this work. For more information, see details of the Creative Commons licence at:
http://creativecommons.org/licenses/by-nc-nd/4.0/
UNDER THE CREATIVE
COMMONS LICENCE YOU
MAY:
• read and store this
document free of charge;
• distribute it for personal
use free of charge;
• print sections of the work
for personal use;
• read or perform parts of
the work in a context where
no financial transactions
take place.

UNDER THE CREATIVE COMMONS LICENCE YOU
MAY NOT:
• gain financially from the work in any way;
• sell the work or seek monies in relation to the distribution
of the work;
• use the work in any commercial activity of any kind;
• profit a third party indirectly via use or distribution of
the work;
• distribute in or through a commercial body (with
the exception of academic usage within educational
institutions such as schools and universities);
• reproduce, distribute, or store the cover image outside
of its function as a cover of this work;
• alter or build on the work outside of normal academic
scholarship.
Acknowledgement: We acknowledge the wording around
open access used by Australian publisher, re.press, and
thank them for giving us permission to adapt their wording
to our policy http://www.re-press.org

3
The Role of Cultural Festivals in
Regional Economic Development:
A Case Study of Mahika Mahikeng
James Drummond, Jen Snowball, Geoff Antrobus,
Fiona Drummond

Introduction
The Mahika Mahikeng Music and Cultural Festival takes place over
three days in Mahikeng, the capital of South Africa’s North West province (named Bokone Bophirima in the local Setswana language), in early
December. Although it is held around the same time as an older event, it
began in its current form in 2015 as a government-driven local economic
development scheme. And while previous festivals were organized by local
promoters and producers and featured local, national, and international
artists, the Mahika Mahikeng Festival departed from this local community-led initiative. It is described by the organizers as a “Music and Cultural
Festival which provides a platform for product position and paradigm innovation for the creative industries sector in Bokone Bophirima.” (Mahika
Mahikeng n.d.). An unusual feature for a medium-sized town, Mahikeng
has a wide variety of large performance spaces that are already equipped
with seating, lighting, and sometimes sound equipment. The availability
of these venues provides an opportunity for expanding the festival since,
unlike in other medium-sized towns, Mahikeng is not constrained by supply-side limitations. This is uncommon in smaller communities, which
are usually disadvantaged by a lack of density and dispersed co-location
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of players in the cultural and creative sectors. In the case of Mahikeng,
a creative cluster already exists; Scherf points to the importance of such
clusters in the introduction to this volume.
Cultural events like the Mahika Mahikeng Festival can contribute to
regional development in a number of ways, including economic (attracting
tourism, marketing the area and its environs, stimulating local businesses),
social, and intrinsic (cultural) impacts. However, the 2016 edition of the
Mahika Mahikeng Festival faced some challenges in terms of organization and audience attraction. Using the Framework for the Monitoring and
Evaluation of Publically Funding Arts, Culture and Heritage (henceforth
M&E Framework) created by the South African Cultural Observatory
(SACO 2016), this chapter analyzes the 2016 Mahika Mahikeng Festival
in terms of its current impacts and future potential for contributing to the
development of the creative sector and the attraction of creative tourists.
Results showed that, while the festival was largely successful in attracting
a local audience who recognized the potential value of the event, organizational factors, such as marketing, the availability of transport, and the
timing of the event, have constrained its ability to attract an audience of
creative tourists. Most notably, the organizers made little effort to involve
local stakeholders, thus missing the opportunity to use the festival as a
means to develop a cultural place identity to entice creative tourists who
desire an authentic engagement with endogenous creative activities. The
festival thus failed to meet some of the necessary conditions—outlined by
Scherf in her introduction to this volume—for a host community to encourage creative tourism. In particular, in Mahikeng there was a distinct
lack of collaboration between the local community and the government
organizers during the planning phase. This threatens the sustainability of
the festival.

Literature Review: Festivals, Place, and Local
Economic Development
Traditionally, festivals were associated with the celebration of some aspect of the community in which they took place, such as cultural customs,
history and heroes, agriculture (harvest festivals), or religion. However,
in recent times, they have also increasingly become vehicles for local economic development (LED) and place marketing (Visser 2005, 155; Van Zyl
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2011, 182). Ma and Lew (2012) attribute the great increase in the number
of cultural festivals in China to both economic and social transformations
and to a desire to “build place images and boost regional economic development” (14).
Very similar patterns can be identified in South Africa where,
post-apartheid, there has been a phenomenal increase in the number of
festivals, justified on artistic, social, and cultural grounds as well as economic ones (Visser 2005, 155; Van Zyl 2011, 181). In an early article on the
rise of South African festivals, Visser (2005, 166) notes that, in terms of
spatial distribution, festivals occur very unevenly, with the majority taking place in wealthier, more populous provinces (Western Cape, Gauteng,
and KwaZulu-Natal) with larger urban centres. He also notes that they
tend to occur in two main time periods, both of which coincide with
school holidays: the first in March/April, and the second in September/
October. Moreover, newer festivals were specifically timed not to coincide
with more established ones, which is evidence of the organizers’ perceptions of increasing competition (167).
Cudny (2014, 132) attributes the increase in the number of festivals to
the rise of experience tourism. For Ma and Lew (2012), tourists are “semiotic armies who move around the world to gather signs of local identity
. . . participating in cultural sampling through which they collect signs
that typically represent the cultures of destinations” (18). Such tourists,
through their spending, provide LED opportunities, not only through
the short-term economic impacts of their spending, but also as a way of
developing the place identity of the host city, as well as boosting job creation through longer-term development of the cultural industries and cultural infrastructure (Van Aalst and Van Melik 2012, 196). Duxbury and
Campbell (2011, 114) argue that festivals, like other areas of the cultural
and creative industries, can be effective LED tools in rural communities
as well as in cities. In fact, the unique local histories and traditions of
rural areas can be an advantage in marketing cultural festivals. Creative
tourism, in particular, emphasizes visitor immersion in local cultural and
creative industries, with a view toward regenerating sustainable cultural
development. Chapters in this volume by Duxbury, Tomaz, Aquino and
Burns, and Richards reflect the importance of local collaboration in developing events that successfully attract creative tourists.
3 | The Role of Cultural Festivals
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Marketing is a challenge faced by festival organizers in contexts where
competition for both audiences and artists is increasingly fierce. Van Zyl
(2011, 187) argued that, for the long-term success of festivals, it is important that each event is positioned in a unique way so that a niche market
of loyal supporters is developed. To do this, careful research into all the
factors that contribute to the audience’s experience must be undertaken.
The motivation for attending a cultural festival is necessarily related to
the quality, price, and variety of cultural offerings, but other considerations, such as a desire to escape from one’s everyday life or to socialize
with family and friends, as well as activities such as food and shopping,
and facilities such as accommodation and transport, can also be very important in determining the ability of an event to attract tourists (Ma and
Lew 2012, 13; Van Zyl 2011, 182).
Ma and Lew (2012, 14) caution that too much of a focus on the tourist
aspects of a cultural festival can result in commodification and the erosion of the event’s authenticity. They argue that “festivals grounded in a
long history of place-specific traditions are more likely to instill tourist
expectations that include experiences of authenticity and locally distinct
cultures” (14). There is no doubt that, particularly for those festivals that
are strongly linked to the history and customs of a certain place, geography matters—both in maintaining the “authentic” experience linked to
intrinsic cultural values, as well as in developing a distinct festival brand,
or niche, that differentiates an event from its competition and attracts
tourists.
For some festivals, the history and culture of the place in which they
occur are intimately linked to the development of their unique cultural
offerings. These are what Ma and Lew (2012, 16) refer to as “Local Heritage
Festivals,” which are strongly grounded in local identity and traditions.
While some may include contemporary cultural offerings, these festivals
are for the most part highly “place-specific.” In contrast, some festivals are
“place-nonspecific” in that their cultural offerings are linked to national or
global trends rather than to the specific location in which they occur. The
point that Ma and Lew make is that the extent to which a festival is “rooted
in place” needs to be carefully considered when designing and marketing the event (16). For example, if the festival’s marketing emphasizes the
identity and traditional heritage of a place, this needs to be reflected in the
82
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Table 3.1. Festival Types and Links to Place Specificity
TYPES OF
FESTIVALS

DEGREE
OF PLACE
SPECIFICITY

CHARACTERISTICS

1. Local heritage
festivals

Highly placespecific & linked
to local identity

Mostly local market focused

Less placespecific, but still
strongly linked to
local identity

Mostly local market focused

Place-nonspecific

Local to national market focused

2. Local modern
festivals

3. National
heritage festivals

Vernacular and non-tourism in origin
Celebrating local historical events,
figures, and cultural traditions
Tourism and image development in
origin
Celebrating local food products,
artists, or other characteristics
Vernacular/historical and nontourism in origin
Celebrating national events, figures,
and shared traditions

4. Global modern
festivals

Place-nonspecific

Local to international market
focused
Tourism and image development in
origin
Celebrating international arts and
business activities

Source: Adapted from Ma and Lew (2012, 21).

cultural offerings—otherwise the event risks being perceived as lacking in
authenticity and uniqueness and is unlikely to be sustainable in the longrun. Place-specific local heritage and local modern festivals also have different target markets than place-nonspecific national heritage and global
modern festivals (see table 3.1).
For place-nonspecific festivals, Van Aalst and Van Melik (2012)
demonstrate that place really does not matter. They studied the North
Sea Jazz Festival, which was moved from The Hague, where it started, to
Rotterdam, some twenty miles away, in 2006. They acknowledge that, for
host cities, festivals can be valuable on a number of fronts: as a showcase
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for the city; as a “creative destination and breeding ground for talent”
(197) (that is, as a contributor to the longer-term development of the cultural and creative industries); and through the economic impact of tourist
and organizer spending. However, they also note that, with modern festivals that celebrate international, place-nonspecific culture, the need for
a festival to happen in a specific location is reduced, making them “more
footloose” (198).
Certainly, in the case of the North Sea Jazz Festival, Van Aalst and
Van Melik’s findings show that the festival’s move to Rotterdam had a
very limited impact on tourist numbers or their overall profile, other than
a drop in the proportion of visitors from The Hague and an increase in
visitors from Rotterdam (2012, 202). Since most attendees were attracted
by the music rather than the local culture, they conclude that place was
only important in fulfilling certain characteristics: a central location with
a population from which to attract audiences; adequate performance and
accommodation space; and the availability and size of local subsidies.
Beyond this, the festival was a “destination in itself,” and the specific city
or town was not important.
Despite the agreement on the importance of place for festivals, however, a number of authors note the paucity of research on the geography
of festivals (Visser 2005, 155; Van Aalst and Van Melik 2012, 196; Cudny
2014, 135). To address this, Cudny (2014, 135) listed a number of research
themes that could be explored in geographical festival research. These included the role of place in cultural creation and consumption; a social analysis of festivalgoers (both local and non-local) in terms of their origins,
motivations, and attitudes; the economic impact of festivals on the host
economy; as well as consideration of festival typographies and aims. A
study of the geography of festivals at a local level could also include available infrastructure (physical space), social spaces (non-physical space),
social flows and interactions, cultural space, and political space. Cudny
ties the place identity role of festivals to “image space,” which includes
ways in which the event is perceived by tourists and local residents and
the media (138).
Festivals can have a number of potential impacts on their host towns
and attendees. One of the most commonly measured effects is the economic (or financial) impact that festivals have as a result of the additional
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spending of tourists who participate in the event (Crompton, Lee, and
Schuster 2001, 81; Snowball and Antrobus 2002, 1299; Snowball 2008, 66;
Snowball and Seaman 2017, 31). Since spending by local residents is not
normally included in such calculations, the proportion of tourists who
can be attracted from outside the host city is an important determinant
of the resulting economic benefits. As Saayman and Saayman (2006,
581) demonstrate, the location of festivals—whether close to or far away
from—large metropolitan areas from which non-local audiences can be
drawn is thus also a significant factor in determining economic impact.
However, festivals can also have other, equally important social and
cultural impacts. As Quinn (2010) points out, arts festivals have their
own intrinsic cultural goals related to things like celebrating a particular
genre, developing audience appreciation of an art form, and encouraging
risk-taking and innovation among performers. Cultural activities can also
promote the development of social capital and a sense of communal solidarity, identity, and pride among local residents.
Quinn (2006) studied the non-economic impacts of festivals in Ireland,
which mostly emerged as small, local initiatives staffed by volunteers. In
Ireland, hosting a festival is generally associated with the development of
the arts in the cities in which they are held; it is also associated with greater cultural participation, better cultural infrastructure, and increased
year-round cultural activities. Festival plans that focus too much on the
economic impact of the event to the exclusion of other values are unlikely
to be sustainable, as Ivanovic (2008) points out, since the festival is at risk
of losing its cultural meaning and uniqueness.
A festival’s geography can be an important determinant of the
uniqueness and authenticity of its cultural offerings, not to mention the
socio-economic benefits derived by the host economy. However, despite
some attempts to develop frameworks for the geographical analysis of
festivals (Ma and Lew 2012, 21; Cudny 2014, 139), this area of research
has not received much attention, either internationally or in South Africa.
This chapter, in addition to a traditional economic impact analysis of the
event, sets out to analyze which aspects of geography affect the process of
forging place identity via the Mahika Mahikeng Festival.
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Context
A BRIEF OVERVIEW OF THE TOWN
Mahikeng has a complex history due to the intertwining of Batswana,
Boer, and British cultures and powers. Mahikeng has long been something other than an ordinary South African town and its main claim
to international renown is the siege of Mafeking (as the town was then
known1) by Boer forces during the Anglo-Boer War. The first settlement,
however, was founded by the Tshidi Rolong on the banks of the Molopo
River. The African settlement was named Mahikeng, meaning “the place
of stones.” Being on the imperial road to the north from Cape Town and
Kimberley to Rhodesia, the British sought to secure the area and so established a colonial town adjacent to the African settlement, which they
named Mafeking; the town would henceforth serve as the extraterritorial
capital of the Bechuanaland Protectorate. This brought a British cultural influence to the area that was unique for its time as the surrounding
settlements were primarily Afrikaans. The British cultural influence has
remained to this day: Mahikeng is still a primarily English-speaking town
with several prominent heritage buildings that hark back to its colonial past. This includes the Mahikeng Museum, which had displays on the
siege and the Boy Scouts (founded during the siege) for many years. By
the early 1960s, Mafeking’s main economic activities revolved around its
status as a colonial capital, agriculture and agricultural processing, railways, as well as commerce and trading.
This prosperity did not last. In 1966, the Bechuanaland Protectorate
gained independence and the capital was moved to Gaborone, in the
newly independent Botswana. Up until this time, Mafeking had managed
to remain somewhat apart from apartheid oppression as petty apartheid
could not be enforced as stringently as elsewhere due to the British colonial presence. However, the changing political situation left Mafeking to
experience the full impact of apartheid segregation and economic malaise
(Parnell 1986, 205).
Under the policy of grand apartheid, the Bophuthatswana Bantustan
(the so-called “homeland” of the Batswana people) was created and granted “independence” from South Africa in 1977. Uniquely for South African
towns, the white residents of Mafeking voted to leave the jurisdiction
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of South Africa in 1980 and join the African-ruled Bantustan. The motivation for this was largely economic as business owners and residents
wanted to recover the town’s status as a capital, with the accompanying
economic benefits, and to take advantage of the lower taxes levied within
Bophuthatswana. This meant that Batswana and British cultural heritage was preserved as Afrikaaner nationalism could not take hold within
the town. The town was renamed Mafikeng at this time, with the change
in spelling signalling a move back toward the Setswana language, and
from 1980 to 1994, the town was something of a “bantustan boomtown”
(Drummond and Parnell 1991, 167). It benefited once again from being
a political capital and was heavily subsidized by the South African state.
It also experienced an infrastructure construction boom in tangible cultural assets, though this was not a deliberate LED policy, and it benefited
from mining royalties and tourism spending (Drummond 2019). These
tangible cultural assets formed the basis for a cultural and creative industries cluster in the town that included a local newspaper, radio station,
and television broadcaster; orchestra, dance, drama, and arts and crafts at
Mmabana Cultural Centre; recording studios (where the soundtrack to the
Lion King was produced); Lotlamoreng Cultural Village; 60s Festival; and
the University of Bophuthatswana’s fine art department, which ran the Sol
Plaatjie Memorial Art Exhibition (Drummond 2019). The intangible cultural assets illustrate the combination of British and Batswana cultures as
the two co-existed through the arts, with classical music and ballets being
performed alongside dramas written and produced by Batswana creatives
relating to their culture and the situation in South Africa (Drummond
2019).
With democracy looming, the Bantustans were disbanded and
Mafikeng was incorporated into the new South Africa. At this time, there
was considerable anxiety regarding the future of the town among investors, whose continued confidence depended on Mafikeng’s ability to retain
its status as the provincial capital of the new North West province, which
was established in 1994. Following the end of apartheid and the expansion
of democracy, the new African National Congress (ANC) government
set about dismantling the legacies of the Bantustans, which were viewed
as institutions of apartheid. Many cultural assets were consequently lost
as Mafikeng’s orchestra was disbanded and its television and recording
3 | The Role of Cultural Festivals
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studios were shut down. In terms of tangible and intangible culture, the
town is a shadow of its former self: it is no longer a cultural melting pot,
nor does it have the cultural infrastructure and institutions to support a
vibrant cultural economy.
Indeed, Mafikeng has been plagued by insecurity in the post-apartheid period, which saw the town generate continued negative sentiment
resulting in an effective investment strike. Therefore, while much of
South Africa prospered, Mafikeng suffered. Continued uncertainty over
its status as a provincial capital cast a shadow over the town’s economy,
with the result that jobs were lost and the property market floundered.
However, the new ANC government strategically decided to leave the capital in Mafikeng and, after the 2004 elections, renewed its commitment
to supporting growth in the town. Confidence swelled and resulted in
another boom phase for the town driven by investment and construction.
More recently, the town has once again entered into a slump due to
the after-effects of the 2008–9 financial crisis, along with the failure to
promote development and government incapacity. This is illustrated
by the attempt to establish the Mafikeng Industrial Development Zone
(MIDZ), which was based around the local airport but failed to take off.
The rationale for the MIDZ iniative was to promote the town as an investment destination centred around an aviation hub, which would import component parts and export finished value-added products. Though
considerable infrastructural developments were delivered at the site of the
MIDZ, the success of the scheme required national-level political support
and coordination with the Department of Trade and Industry. The lack
of national buy-in is largely responsible for the scheme’s failure. The most
recent developmental attempt has been the rebranding of Mahikeng (renamed in 2012 in a return to the town’s Batswana roots) as the cultural
capital of South Africa (Nel and Drummond 2017, 10). This is based on
place marketing and focuses on the Mahika Mahikeng Festival, which focuses on celebrating the Setswana language and as such is illustrative of a
resurgence in Batswana culture.

Festivals in Mahikeng
A festival, held each year at the same time, has been in place in Mahikeng
for roughly twenty years. Earlier versions included the 60s Festival, which
88

Creative Tourism in Smaller Communities

ran for sixteen years on a farm about 20 kilometres outside of the town.
This was regarded as a “rite of passage” festival for local young people;
in this it was similar to other festival experiences in South Africa geared
toward school-leavers (Rogerson and Harmer 2015, 226). The event was
aimed at African partygoers from Mafikeng, Gaborone, Maseru, and
Johannesburg, and it explicitly targeted a young audience, many of whom
were outsiders. It thus promoted the phenomenon of cultural experience
tourism (Richards 2011, 1228), attracting tourists interested in absorbing
the knowledge of endogenous cultural assets. However, there was significant local opposition to this festival as many people thought it promoted
public drunkenness, promiscuity, and dangerous driving, resulting in
fatalities. The 60s Festival thus died out and was replaced by the Legends
of House Festival, which ran in the town for three years. This was organized by a local music producer and DJ and was held at the same time of
year. The Legends of House Festival attracted top performers from the
United Kingdom and the United States, and it was initially highly successful as these top performers attracted large numbers of festival tourists.
Despite this, when it faced competition from the newly established Mahika
Mahikeng Festival, a local government-sponsored event, the Legends of
House organizer chose not to offer it against this government-favoured
alternative.
The latest festival to take place in the town is the Mahika Mahikeng
Music and Cultural Festival, which occurs over four days in early December
(8–11 December in 2016). Although it takes place at a similar time as the
older events, it began in its current form in 2015. It is described by the
organizers as “A music and cultural festival, which aims to provide a platform for product positioning and paradigm innovation for the creative
industry sector in Bokone Bophirima and the development of Mahikeng
as the capital of the Arts in the country” (Snowball and Antrobus 2017,
5). It is thus a government LED initiative that seeks to capitalize on the
development potential of the cultural and creative industries and cultural
tourism and is linked to what is known as the “Mahikeng Rebranding,
Repositioning & Renewal Programme” of the provincial government. As
such, the festival’s goals include promoting cultural and heritage tourism;
celebrating artists in the region and across the nation; repositioning and
rebranding Mahikeng and the North West province as a cultural hub;
3 | The Role of Cultural Festivals
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stimulating economic growth; and creating jobs in the music and cultural industries. These goals, along with the festival’s links to the provincial
rejuvenation program, align with the cultural turn observed in international policy and development strategy. Richards (2011, 1231) describes
how festivals and other cultural and creative tourism events are being
used to boost economic activity through spillovers, achieve social and cultural outcomes, and add value to place through branding. By creating the
Mahika Mahikeng Festival, the provincial government is attempting to
buy in to this culture-led development approach, as the festival represents
the latest policy initiative to promote LED in Mahikeng. As Tomaz explains in chapter 2 of this volume, though it is more commonly employed
in large cities, Tourism has become a popular culture-led development
strategy, one that exploits the particular local symbolic, socio-cultural,
relational, and territorial assets of the place. In this case, the festival is
attempting to use cultural tourism and the cultural and creative industries
to support placemaking processes that recreate the town’s imaginaries and
contribute to the revitalization of the town; the diversification of tourism
offers (though not tourists’ profiles, as the festival was intended to mainly
appeal to Batswana); the development of the cultural and creative sectors,
including the conservation and preservation of material and immaterial
Batswana heritage; and the promotion of social cohesion among the
prominent local Batswana culture.
The festival includes many different features, among them an arts
and crafts market (free entrance) and music concerts featuring wellknown and emerging South African artists performing jazz, traditional
and contemporary dance, drama, and gospel music. It markets itself as
a celebration of the Setswana language and the Batswana culture, a creative representation of place, and so seeks to achieve a national objective of
promoting social cohesion through the reinvigoration of local culture for
both locals and tourists. For the latter, the festival’s attraction lies in the
authentic cultural experience that it and events like it offer (Richards 2011,
1237). In an attempt to be more inclusive, the Department of Culture, Arts
and Traditional Affairs called all citizens of the province to give input
on how the festival should be run and organized. This intention certainly
speaks to the collaborative aspect of this volume’s operating definition of
creative tourism; however, it seems the call did not receive the response
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that organizers were hoping for. A post on the festival’s Facebook account
in September 2016 indicated that “less than 10 submissions were received”
(quoted in Snowball and Antrobus 2017, 5). According to the festival’s
CEO, artists were also chosen with the help of municipal districts, which
nominated performers who had, for example, won regional talent competitions, as well as suggestions from social media platforms. However,
the attempt to be collaborative and involve locals in the organization of
the festival was not successful. A protest was staged by the South African
Arts and Culture Youth Forum on the first day of the festival (8 December
2016) against what they saw as the deliberate exclusion of some emerging
artists from the program. Moreover, though this was not evident at the
time of the 2016 festival, allegations have since emerged that the failure of
local artists and service providers and government organizers to collaborate was due to the government’s decision to award tenders and performing
contracts to non-local service providers and artists. This of course undermined what was supposed to be a festival celebrating the local Batswana
culture and Setswana language (Mashigo 2019).

Research Methods
To measure the impact of the Mahika Mahikeng Festival, and thus its
touristic and developmental contributions, the festival must be valued.
The values associated with arts, culture, and heritage can be divided into
three broad categories: economic (financial) impacts, social impacts, and
the intrinsic value of art itself. Economic impacts come about as a result
of the inflow of new money into an economic system as a result of visitors
from outside the region—in this case, tourists to the Mahika Mahikeng
Festival. Visitors spend on accommodation, transport, food, shopping,
tickets, etc. This spending then recirculates in the host economy, increasing sales and employment in local businesses. Social values relate to the
benefits to society, such as education, creativity and innovation, social
cohesion, and identity formation (Bohm and Land 2009, 76). Intrinsic
values are related to the symbolic, artistic nature of the product itself and
to feelings invoked in individual participants (such as joy, sadness, anger,
delight, and curiosity). All three of these values contribute to placemaking
and sustainable cultural development. The first two are measurable and
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tangible; the third is intangible but entwined with the collaborative relationship between creative producer and consumer.
Based on these three broad categories of value, the M&E Framework
(SACO 2016, 32) outlines the development of five cultural value indicators
or themes: audience development and education; human capital and professional capacity building; inclusive economic growth; social cohesion
and community development; and reflective and engaged citizens.
The value indicators all feed into the conditions in host communities,
and the type of cultural events, that are more likely to lead to sustainable
cultural development. For example, festivals that have a strong sense of
place and connect to local cultures and identities are more likely to build
social cohesion and community development. Those that involve local
organizers and artists contribute to the development of human capital
(skills and experiences), and they are more attractive to cultural tourists
as “authentic” experiences, thus better enabling the monetization of local
cultural assets and increasing economic impact. As will be demonstrated in our case study of the Mahika Mahikeng Festival, the lack of local
involvement (of both suppliers and artists) resulted in few of the benefits
(social, cultural, or economic) being realized, and the subsequent collapse
of the festival.
However, each cultural event is different, and any useful valuation
study needs to take into account the stated aims of the project/event/organization, what the expected impacts are, and who is expected to benefit.
The monitoring and evaluation tool would then have to be designed based
on the answers to these questions. Based on the contextual information
about the Mahika Mahikeng Festival and the M&E Framework, the following values, indicators, and data-gathering methods were identified (see
table 3.2).
Indicators that allow us to gauge the success of the event in terms of
culture-driven local economic development are those relating to the ability of the festival to attract visitors (in the audience development and education theme identified below), the involvement of local artists and suppliers, and marketing and place identity (social cohesion and community
development theme), and the economic impact of the event (inclusive
economic growth theme).
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Table 3.2. Value Themes, Indicators, and Research Methods at
the Mahika Mahikeng Festival 2016
THEME

EXAMPLES OF INDICATORS

Audience
development
& education

Demographics (age groups;
cultural/racial groups; gender)

RESEARCH METHOD

Origins (local/tourist; rural/
urban; province; nationality)
Income and education groups

Audience survey

Participation and time use
Ticket sales/participation
(numbers)

Organizer data
(Computicket data and
crowd size estimation)

Building cultural capacity

Audience survey
(opinions)

Human capital/
professional
capacity building

Experience gained by local,
emerging artists

Organizer data on
performers, procurement
policy, and/or use of local
service providers, etc.

Inclusive economic
growth

Organizer spending

Showcasing South African art
and artists

Earned income/turnover

Organizer data

Sponsorship (and sources)
Audience spending
Length of stay (bed-nights)

Audience Survey

Tourist leverage (extended trips)

Social cohesion
& community
development

Contribution to gross geographic
product/gross value added

Economic impact analysis

Artist/producer origins
(diversity)

Organizer data

Cultural offerings (local arts/
heritage/languages)
Audience diversity

Audience survey

Audience opinions
Marketing and place-identity
Reflective &
engaged citizens

Appreciation of diversity
Fostering dialogue and
intercultural understanding

Audience survey

Developing pride in local
cultures
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This research made use of two main data sources:
1. An audience survey administered at the various festival
events by trained enumerators. The questionnaire measured
audience demographics, opinions on the values the event
creates, the role of the festival in rebranding Mahikeng,
self- reported behaviours (for example, the parts of the
festival attended), and, for non-local visitors, spending as a
result of the event.
2. Data that can be obtained from festival organizers. For
example, Mahika Mahikeng uses Computicket as its ticket
vendor for some of its larger music events. Computicket
can provide information not only on the number of tickets
sold, but also on where and when they were sold; this
information can be very useful in determining, for example,
the origins of festivalgoers. Organizers can also provide
data on sponsorship, direct employment, partnerships
with local service providers, and the diversity of events and
artists on offer.
This data was collected from festivalgoers by a team of four trained interviewers and through key stakeholder interviews conducted by research
leaders, as well as through observation of, and attendance at, as many of
the festival activities as possible. A total of 380 interviews were conducted
with as wide a variety of attendees as possible. Furthermore, the information on the origins of festivalgoers was mapped using various geographic
information systems. For example, a heat map was created to show where
attendees were from; as tourist numbers affect the economic impact of the
festival, this data helps us gauge the festival’s success at attracting creative
tourists to a creative arts festival. Attendees were mapped from the nine
provinces of South Africa, the Ngaka Modiri Molema Municipality in
which Mahikeng is located, and the town itself, with darker colours representing places from which more festivalgoers originated (see figure 3.1).
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Table 3.3. Summary of Mahika Mahikeng Survey Results
THEME

INDICATORS

SUMMARY OF
RESULTS

Audience
development &
education

Demographics (age groups;
cultural/race groups; gender)

78% Setswana; 8%
Sesotho; 6% isiXhosa
speakers; 59% men;
80% under 36 years
old

Origins (local/visitor; rural/
urban; province; nationality)

65% locals; 98% South
Africa; 1.3% Botswana

Income and education
groups

54% have household
income less than
R10,000 p/m; 19%
more than R20,000
p/m; 61% tertiary
education

Participation & time use

57% attended Jazz;
37% Motswako; 50%
attended 1 event; 27%
attended 2; average
1.53 tickets per person

Ticket sales/participation
(numbers)

Estimated total
attendance 3,500;
estimated total ticket
sales 5,355

Building cultural capital

62% agree that “the
festival increases my
understanding of
African cultures”
(20% neutral)

Experience gained by local,
emerging artists

Call for inputs from
province; call for
nominations from
municipal districts
and on social media;
mix of local and
national artists (some
contention)

Showcasing South African
art and artists

Wide variety of genres
included presented
by local and national
artists

Human capital/
professional
capacity building
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Table 3.3. (continued)

THEME

INDICATORS

SUMMARY OF
RESULTS

Inclusive economic
growth

Organizer spending

Pre-event cost
estimate of R12.9
million; estimated
spending in impact
area, funded by nonlocal sources R4.2
million

Earned income/turnover

Ticket sales pre-event
estimate R2 million

Sponsorship (and sources)

R2 million DAC;
other sponsors
included: Culture,
Arts and Traditional
Affairs (R6 million);
Mahikeng Rebranding,
Reposition, and
Renewal Program;
Mmbana, North
West Provincial
Government; ABSA;
National Lottery

Audience spending

Visitor average
spending of R832 per
person; R619 for local
residents

Length of stay (Bed nights)

1.5 nights and 2.4 days;
45% day visitors

Tourist leverage (extended
trips)

4.3% “staying on in the
region to visit tourist
places nearby”

Contribution to Gross
Geographic Product/Gross
value added

Estimated at R7,05m
impact on Mahikeng
and surrounds.
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Table 3.3. (continued)

THEME

INDICATORS

SUMMARY OF
RESULTS

Social cohesion
& community
development

Artist/producer origins
(diversity)

Mix of NW Province
and national (some
contention about how
local artists chosen)

Cultural offerings (local arts/
heritage/languages)

Wide variety of genres
in mix of languages

Audience diversity

65% locals; 98% South
Africa; 1.3% Botswana;
78% Setswana; 8%
Sesotho; 6% isiXhosa
speakers; 59% men;
80% under 36 years
old; 61% tertiary
education

Marketing & place identity

32% strongly agree
and 45% agree that
“the festival is part of
what makes Mahikeng
a special place”

Fostering dialogue and
intercultural understanding

57% agree and 20%
strongly agree that
“the festival is an event
where people from
different cultures and
backgrounds can meet
and talk together”

Developing pride in local
cultures

77% agree that
“festival makes me feel
proud of my cultural
heritage”

Reflective &
engaged citizens

*Organizer data was provided in advance of the event (based on projections), but the research team was not able
to obtain post-event data. Figures for organizer spending, the proportion of local sponsorship, ticket sales, and
attendees are thus based on the observations of the research team and/or the data provided by organizers in
advance.
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Results and Discussion
The survey and organizer data was used to determine the festival’s success
as an LED initiative through an analysis of whether or not it achieved its
goals of promoting cultural and creative tourism, celebrating local and
national artists, rebranding Mahikeng as a cultural capital, and stimulating the local economy. The results of the survey are presented in table 3.3.

Promoting Cultural Tourism, Social Impacts, and Place
Identity
Firstly, in terms of promoting cultural tourism, festival attendees’ origins
need to be analyzed. The map in figure 3.1 shows festivalgoers’ origins,
with darker colours representing areas of higher attendance. According
to survey results, almost two-thirds (65 per cent) described themselves
as “local Mahikeng residents.” The remaining 35 per cent were visitors,
but, as the map shows, the majority of tourists were from areas closer to
Mahikeng. The festival attendance numbers appear to radiate outwards
as, after Mahikeng itself, the largest groups of festivalgoers were from the
local municipality, the North West province, and neighbouring provinces.
Furthermore, the vast majority (98 per cent) of attendees were South
African, with only a small number from Botswana (1.3 per cent), Lesotho
(0.3 per cent), and Namibia (0.3 per cent). This is significant as it suggests that the appeal of a festival that celebrates one particular culture is
highly localized to areas where Setswana is spoken widely and where the
Batswana culture and people are found. This is also supported by survey
results as 87 per cent of visitors reported that the festival was their main or
only reason for coming to Mahikeng. Moreover, while there was some diversity in terms of cultural groups (using home language as a proxy), more
than three-quarters (78 per cent) of attendees spoke Setswana at home.
This suggests that, while there is a demand for a Batswana cultural festival, it is expressed primarily by those who are connected to this culture.
This in itself is a success as it links to the goals of rejuvenating Batswana
culture, instilling pride in local people, and promoting social cohesion.
These social impacts are supported by the opinion questions in the
survey, which are designed to gauge the festival’s non-market impacts in
such areas as building cultural capital and social cohesion. Attendees were
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asked to respond to statements designed to measure this with responses
ranging from strongly agree to strongly disagree. To the statement “The
festival makes me feel proud of my cultural heritage,” 41 per cent of festival attendees agreed and 36 per cent strongly agreed. However, to the
statement “The festival increases my understanding of African cultures,”
there was a somewhat more negative response. While the majority (62 per
cent) had a positive view of the festival’s role in building their cultural
capital, most of these were in the “Agreed” category (51 per cent), while
only 11 per cent strongly agreed. Additionally, local buy-in is crucial to
the success of new cultural events that require local support while they
are still small and finding their feet. Overall, cultural tourism promotion
was limited as attendees were mainly from Mahikeng (see figure 3.1). This
will in turn have an effect on the event’s economic impact since locals do
not add to spending and visitors from nearby spend less since it is easy
for them to return home after attending a festival event. Consequently,
in terms of promoting cultural tourism, the festival was a failure as the
government organizers took a top-down approach, which locals felt excluded their input, services, and performers. This resulted in poor buy-in
from locals as well as an anti-festival movement. There were also poor
tourist numbers, due mainly to missed marketing opportunities, which
could have targeted Batswana communities in nearby Botswana and in
the rest of South Africa, thus supporting the festival’s goals of celebrating
the Setswana language, the Batswana culture, and promoting social cohesion among this community.
One of the festival organizers’ important stated aims is to use the event
for the “development of Mahikeng as the capital of the Arts in the country.” While the festival is still in its early days, attendees were asked to respond to the following statement (on the “Strongly Disagree” to “Strongly
Agree” scale) to provide a baseline measure of effectiveness: “The festival
is part of what makes Mahikeng a special place.” Results show that the
festival is already regarded by the majority (77 per cent) of attendees as
being an important part of place identity in Mahikeng (with 32 per cent
strongly agreeing, and 45 per cent agreeing).
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Figure 3.1. Origins of Mahika Mahikeng Festival Attendees

The Economic Impact of Mahika Mahikeng on the Host
Economy
Festivals can contribute quite significantly to the economy of their host
town by improving the location’s image or brand, as well as by attracting cultural tourists. In a South African study, Toerin (2020) found that
smaller towns especially are dependent on the tourism sector for much of
their economic activity, and that towns with more tourist infrastructure
are associated with lower levels of poverty. Nadotti and Vannoni (2019)
also note that economic impact studies provide a powerful way to quantify
and measure the impact of a festival on a regional economy.
Economic impact starts with the first round, or direct impact, of
spending by visitors and festival organizers, followed by indirect and
induced expenditure as the initial injection is re-spent (known as the
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multiplier effect). The economic geography of the host town or city affects the size of the economic impact in two ways. Firstly, the economic
structure of the city determines the size of the multiplier effects, as well
as the level of “leakages”—the outflow of money as event organizers and
local suppliers and consumers buy things from other regions. The smaller
the area, the greater the amount of re-spending that takes place outside
of it, and the smaller the multiplier size (Seaman and Snowball 2017, 5).
Secondly, the distance of the host from other cities from which cultural
tourists can be attracted (as well as, of course, the effective marketing of
the event) affects the number of visitors to the festival.
Since input-output tables are not generally available in South Africa
at the municipal or city level, multipliers can be estimated by looking at
past studies and regional characteristics. An economic impact calculator,
developed for the Georgia Department of Economic Development and
adjusted for South Africa with the assistance of the original modeller
(Seaman and Snowball 2017, 31), was used to estimate the multiplier in
this study.
Based on data from Statistics South Africa (2018), the population
contained within the festival impact area, defined as “Mahikeng and surrounds,” was estimated at 250,000, which has an estimated expenditure
multiplier of 1.42. This means that, for every R1 of “new” spending in the
economy, a further 42c is generated in indirect and induced impacts.
The total number of festival attendees, both local residents and visitors,
was estimated using pre-event organizer estimates and crowd counts at the
events at which interviews were conducted. Taking into account that the
average number of shows/events attended by each person was 1.53 (from
visitor survey data), it is estimated that 3,500 people attended the festival.
This implies that 5,355 tickets were sold (3,500 x 1.53), which is within the
range of what organizers anticipated (5,000–10,000).
Based on interview data and previous studies, it was estimated that 55
per cent of festivalgoers were local residents, while 45 per cent (1,575) were
visitors. However, some of these visitors were not in the area specifically
or mainly to attend the festival (13 per cent) and are thus likely to have
come to the city even if the event had not taken place. The total number
of non-local visitors in the area specifically to attend the festival was estimated to be 1,370.
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Average spending per visitor for the whole trip was R832 (data from
the visitor survey). Gross visitor spending was thus R1.14 million, and
net visitor spending (allowing for immediate leakages) was R775,000.
Including organizer spending sourced from outside the host city that was
spent locally (R4.2 million), as well as multiplier effects, the total economic impact of the 2016 Mahika Mahikeng Festival on the economy of
Mahikeng of just over R7 million.
This very modest financial impact (given that organizers estimated the
cost of hosting the event at nearly R13 million) is clearly the result of the
low numbers of tourists attracted to the festival from outside of the host
city, and the small-town nature of Mahikeng’s economy. It could be offset by the positive non-market experiences of those who did attend, such
as the 62 per cent who reported that the festival increased their understanding of African cultures, which could lead to further appreciation of,
and participation in, cultural events among some attendees in the future.
Audiences were also relatively diverse in terms of gender and language,
and most (80 per cent) were young.
Efforts were made to include performers from as wide a variety of local and national settings as possible, which meant that the festival can play
a role in building the reputations and experiences of performers. However,
some local artists staged a protest on the first day of the festival, saying
that they had been deliberately excluded. Local suppliers of other tourist infrastructure and equipment also claimed that they had been passed
over by organizers in favour of more politically connected businesses in
Johannesburg.
Festival sustainability is crucially dependent on the co-operation and
goodwill of the local community (Quinn, 2006), and on the perceived
authenticity and cultural value of the event (Ivanovic 2008). Since our
survey at the 2016 Mahika Mahikeng Festival, the hosting of the event
became increasingly contentious, with almost all the focus being on which
companies would be granted the lucrative tenders to run the event, and not
on its supposed social or cultural aims. In 2019, there were media reports
that disagreements over festival tenders were threatening to destabilize
the whole province (Mashigo 2019), and in the end, the festival was not
held. It remains to be seen whether, as the organizers intend, it will be held
again in 2020.
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Conclusions and Recommendations
The Mahika Mahikeng Music and Cultural Festival took place from 8–11
December 2016. While the festival included a variety of genres and a mix
of local, provincial, and national performers, it was nonetheless criticized
by attendees for having little diversity as it adhered closely to the Batswana
culture theme. The event’s main aims were to promote cultural and heritage tourism; to celebrate artists in the region and nation (with a focus on
musicians from the province); to reposition and rebrand Mahikeng and the
North West province as a cultural hub; and to stimulate economic growth
and create jobs in the music industry. As shown in table 3.3, the majority
of the audience were local residents whose home language was Setswana
(78 per cent). The festival’s target audience is thus relatively narrow, and
since there were not many tourists, visitor spending was limited, which
circumscribed the festival’s stated aims of promoting LED and tourism.
However, the majority of respondents (62 per cent) agreed that “the festival increased my understanding of African cultures.” In the audience
development category, the festival thus performed quite well, although it
does not appear to have been successful in attracting audiences from other
neighbouring countries, especially Botswana and Namibia, which was one
of the organizers’ aims.
An area that could be improved is marketing and information, especially when it comes to attracting tourists to the festival. Respondents
commented that it was difficult to obtain information about the festival in
advance. Approximately ten days before the event, local marketing began
in earnest, with posters, radio, and newspaper advertisements in and
around Mahikeng itself, but this did not extend further afield and so the
effect was primarily local. The festival also had a fairly active social media
presence (Facebook and Twitter). As noted by some of the respondents,
festival organization (in terms of things like information provided on
starting times and venues, the names of performers for specific events,
etc.) also needs to be improved. Some performers felt that the lack of accurate information and marketing led to small audience sizes.
The number of tickets sold was estimated at 5,355 (based on an estimate of 3,500 attendees buying an average of 1.53 tickets each). The
festival’s economic impact on Mahikeng and the surrounding area was
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estimated at just over R7 million. This did not represent a significant return on investment and so the economic contribution of the event was
limited. To increase economic impact in the future, and to allow the festival to play a greater role in the “development of Mahikeng as the capital
of the arts in the country,” a greater percentage of non-local visitors should
be encouraged, especially visitors from outside the North West province,
who are more likely to stay overnight and visit other places in the area.
However, the festival is already gaining some recognition as a builder of
place identity: 77 per cent of attendees agreed that it was part of “what
makes Mahikeng a special place.”
The festival also provided a platform for local and provincial artists to
showcase their work across a variety of genres. Selection included asking
for nominations from municipal districts and taking recommendations
from social media platforms. However, there was still some dissatisfaction,
with some local groups feeling that they had been deliberately left out and
that more local artists (or even exclusively local artists) should have been
included. The balance between less well-known local artists and national
or international performers is always a challenge for festival organizers because including too high a proportion of local artists can reduce audience
numbers and the ticket prices that could be charged. A more transparent
selection process may be part of the solution. Furthermore, given that the
festival is mainly attended by locals, it would be beneficial to collaborate
more with local service providers and artists and to engage with the local
community in a more inclusive grassroots approach to ensure that the festival is appealing to its intended audience and is more sustainable.
There is considerable potential to expand the festival. An unusual
feature in a medium-sized town, Mahikeng has a wide variety of large,
high-quality performance spaces already equipped with seating, lighting,
and sometimes sound equipment. The availability of these venues gives
Mahikeng a comparative advantage over other similarly sized towns and
provides an opportunity for expanding the festival as, unlike in other
medium-sized towns, Mahikeng would not be constrained by supply-side
limitations. If the festival were to grow, accommodation offerings could
also be expanded by using residences at Mafikeng campus of the NorthWest University and hostels at, for example, the International School
of South Africa, both of which are on holiday by the time of the main
104

Creative Tourism in Smaller Communities

festival weekend. Both the university and the school also have large, wellequipped auditoriums. The festival offerings can also be improved as
suggestions from interviewees (mainly locals) included having some activities for children, using malls and government buildings as exhibition
spaces, and having food and drinks available for purchase where arts and
crafts are sold. The jazz and Motswako events could be expanded as they
were the most popular, and moving the craft market to a more central
and accessible location would attract more business. Furthermore, there
is a suggestion that organizers should consider moving the festival dates,
which as mentioned overlap with student holidays, to maximize attendance by university students who live in the town. These suggestions from
interviewees show that there is a desire among locals to influence the festival’s organization, and a belief that a more collaborative approach could
be fruitful. If the festival were to broaden its scope beyond the promotion
of Batswana cultural heritage and also target a younger audience, it would
be likely to attract more out-of-town festivalgoers. This would be akin to
bringing in more tourists with a higher spending impact. The town has the
potential to fulfill the aim of rebranding and placemaking around creativity and tourism, but better festival organization and co-operation with
other stakeholders has to be advanced.
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The spelling of the town’s name has changed over time depending on who was in power.
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