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FÖREMÅLEN I MUSEISAMLINGARNA 
I museernas magasin trängs föremålen. Rader av 
spinnrockar, vagnar, möbler, mangelbräden etc. är 
prydligt sorterade på hyllor i jättelika utrymmen. 
Textilier ligger prydligt inpackade i syrafria silkespapper 
och specialgjorda syrafria kartonger. Dyrbarheter som 
silver, smycken, konstföremål, men också mer triviala 
vardagsföremål, skyddas av allehanda säkerhetsåtgärder.1 
När ett föremål – det må vara ett ordinärt vardagsföremål 
som tidigare har hanterats dagligen i egenskap av 
bruksföremål – blir ett museiföremål så genomgår 
det samtidigt en metamorfos. Det blir inte längre 
möjligt att vidröra utan att man tar på sig särskilda 
bomullsvantar och det får inte längre användas för 
sitt ursprungliga ändamål. Vispen får inte mera vispa, 
mobiltelefonen inte längre sms:as med. En gräns har 
passerats i föremålets livslopp, en ny status och en 
särskild magi har laddat föremålet. För en utomstående 
kan det förefalla både egendomligt och komiskt att 
det som nyss hörde till exempelvis en familjs högst 
vanliga köksutrustning plötsligt måste behandlas med 
största varsamhet för att den förvärvats av ett museum. 
Skillnaden mellan en porslinsurna f rån 1700-talet 
och en plastbunke från 2000-talets IKEA är i det 
museologiska sammanhanget upphävt.
Cirka 1% av museernas föremålssamlingar brukar vara 
utställda. Procenten ändrar visserligen innehåll vartefter 
basutställningar byggs om, föremål ställs ut i tillfälliga 
utställningar eller lånas ut till andra museers utställningar, 
men faktum kvarstår att vid varje givet ögonblick är 
det en mycket liten del av den totala föremålsskatten 
som är tillgänglig i utställningsform. Digitalt ökar 
tillgängligheten successivt genom att föremålsfoton 
publiceras på många museers hemsidor,2 men närheten 
och tillgången till museernas samlingar är ändå begränsad 
för allmänheten, trots att ”tillgängliggörande” har högsta 
prioritet i museernas verksamhet. 

För en utomstående kan detta tyckas märkligt, och 
ibland väcks frågan, vilket har hänt från politikerhåll, 
om inte museernas samlingar kunde/borde avyttras, 
när nu alla föremål ändå inte visas, för att skapa större 
resurser till verksamheten. 
Frågan kan tyckas både befogad och enkel men är 
i själva verket komplicerad, av bland andra följande 
skäl: Museet har en gång tagit emot föremålen som 
donationer eller som inköp f rån, i de flesta fall, 
privatpersoner. Man får utgå från att de som skänkt 
eller sålt föremålen, liksom museets representanter, har 
åsatt dem ett kulturhistoriskt värde. Museet har påtagit 
sig ett ansvar att på bästa sätt bevara föremålen för 
framtiden, så långt det är möjligt, och det vore därför 
oetiskt att avyttra dem. 
Om museerna skulle börja avyttra sina föremål så skulle 
allmänhetens förtroende för museerna sannolikt skadas. 
Museer gör inga ekonomiska värderingar av föremål, 
för att inte bidra till marknadsmässiga bedömningar 
och spekulationer, och kan därför inte gå in i en 
försäljningsverksamhet. Museiföremåls värde är helt och 
hållet kulturhistoriska, inte ekonomiska. Ekonomiskt 
är alltså ett museiföremål i princip inte värt något alls, 
eftersom det aldrig kommer ut på en marknad. 
Museiföremål utgör källmaterial för forskning. Vilka 
föremål som skulle kunna avvaras kan inte avgöras, 
eftersom vi inte vet vilka f rågor som kommer att 
bli relevanta för framtida kulturhistorisk forskning. 
Visserligen kan idag endast ett urval ur dagens 
föremålshav göras – allt kan inte sparas – men de 
tidigare urval som föregångarna på museerna har gjort 
en gång måste respekteras, eftersom de gjordes med 
utgångspunkt i den tidens vetenskapliga intressen.
Befintliga museisamlingar måste hållas intakta för att kunna 
bilda utgångspunkt för museivetenskaplig forskning, det 
vill säga forskning om museer (inte bara på museer). 

FÖREMÅL SOM KULTURPRODUKTER
Föremålen har i etnologisk mening sin betydelse som 
produkter av kultur. Detta innebär alltså att föremål eller 
andra fysiska företeelser inte i sig själva utgör ”kultur”. 
För att förstå vad som menas med detta påstående måste 
vi först försöka förklara kulturbegreppet.

Att forska om ting
Katarina Ek-Nilsson

1 Jag avser här professionella museer som finansieras med offentliga 
medel och har utbildad personal, och bortser helt från allehanda 
privata eller kommersiella samlingar som kallar sin verksamhet 
”museum” men som i själva verket inte uppfyller de krav på 
professionell museiverksamhet som ställts upp av den internationella 
museiorganisationen ICOM (International Council of Museums).
2 Se till exempel www.digitaltmuseum.se, där flera svenska museer 
visar delar av sina föremåls- och fotosamlingar.
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INTRODUCTION
“This is the place; this is where the festival should be 
held!” The comment is uttered by a concert organizer 
during a nightly walk when passing a special place. It is 
preceded by a myriad of thoughts, experiences and pro-
cesses, but before a musical event is realized both prac-
tical and intellectual tasks must first be attended to. In 
this particular case, the festival was eventually held at 
“the place”, but what made the musical event possible 
and which preconditions were there to realize it? 

In this study, interviews with eight organizers are 
analyzed for the purpose of identifying and articulating 
constitutive preconditions of culturally diverse music 
venues in Sweden. A common denominator was the 
pronounced inclusion of participants associated with 
“migration” and “cultural diversity”. This was manifes-
ted for instance when organizers actively searched for 
migrated performers, when a venue had outspoken in-
tegration-related aims, or (but then as a consequence) 
when a venue was situated in an area with a high 
number of migrated residents. Because of their common 
denominator the venues in this study are called “cultu-
rally diverse”. The notion “venue” is typically defined as a 
space where organized events of specific types are held, 
such as concerts, conferences, or sports competitions. 
Thus, a music venue is an organized event where music 
is performed.

Migrants and music is a well-established area of 
research. Many studies about migrants’ musical practices 
focus on specific sounding elements or the performative 
act per se (Nettl 2015, Sievers 2014). Several anthologies 

about music and migration take on the topic through 
different themes such as places, journeys, subjectivity, 
identity, hybridity and musical change. Ethnic groups, 
individual musicians, music genres or ensembles are 
common starting points in these studies (e.g. Aparico 
& Jáquez 2003; Gebesmair & Smudits 2001; Krüger & 
Trandafoiu 2013; Toynbee & Dueck 2011).

However, unlike studies about migrants’ musics, 
there is less research about aesthetic practices connected 
to integration-related topics (Martiniello 2015). Studies 
about migrants’ participation in music practices tend 
to come back to two themes: obstacles of participation 
and strategies to overcome those obstacles. The main 
obstacle is ethnic and racial discrimination, but a disbe-
lief of migrants’ musical qualifications is also a reason of 
hindrance. A typical strategy for migrants to overcome 
these problems is to emphasize stereotypical attributes 
and thereby “meet expectations” (Sievers 2014; for an 
example, see Carstensen-Egwuom 2011). Migrants’ par-
ticipative conditions in cultural institutions in Sweden 
have been scarcely studied and previous results demon-
strate clear similarities with the above-mentioned 
themes (Feiler 2010; Kulturanalys Norden 2017; Pripp 
2006; Pripp, Plisch & Werner 2005). However, these 
studies were not merely focused on music institutions 
and events, but on culture in a broad aesthetic meaning.

Music event organizers are frequently mentioned in 
studies about diasporic cultural production, but seldom 
the main object of study. This is a serious lack, since the 
process of creation of a music venue is comprised of in-
formation about guidelines, negotiations and beliefs in a 
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abstract  In this study, preconditions for the creation of six culturally diverse music venues in Sweden are 
identified and discussed through the scope of “the logics approach”. The empirical starting point is interviews 
with eight organizers about the creation and maintenance of their music venues. The analysis shows that the 
creation of the six venues emanates from ideas about either change or preservation. The source of these ideas 
can be traced to dislocations in social reality, such as social exclusion or vanishing music traditions. The orga-
nizers work within complex networks where negotiations are continuously needed to achieve and realize ideas 
and how ethical principles, cohesion and music develops into ideals around which the venues arise. Finally, the 
creation of the venues is dominated by five constitutive preconditions: patrons; yields; valuations of diversity; 
ethical ideals; and community cohesion.
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venues’ existence – in other words constitutive precondi-
tions. And the reasons an organizer may have for creating 
a music venue and the particular ways of making it 
happen arguably determine the participative conditions 
of the venue. Thus, the aim of this study is to identify 
and articulate preconditions relevant for the creation of 
these music venues. To accomplish this, the theoretical 
model called “the logics approach”, introduced by Jason 
Glynos and David Howarth (2007), is implemented. In-
terviews with eight organizers in Sweden are analyzed 
utilizing Glynos’ and Howarth’s “logics” as the principal 
notion to clarify the construction of organization “prac-
tices” that precondition culturally diverse music venues 
in Sweden. 

MUSIC VENUES
Four types of music venues are represented in this study: 
the music festival, the music camp, the network, and the 
music stage. Music festivals are generally larger events 
with multiple performances, often created around a 
specific theme. Characteristic of festivals is a multiplic-
ity of cultural expressions and the possibility of “dis-
covery”. That is, festivals supposedly function as venues 
where the audience and performers get an opportunity 
to meet new people and cultural expressions. Festivals 
thus provide spaces for its participants where an ela-
borated awareness of the unknown is possible through 
cultural and social interaction (Connell & Gibson 2014; 
see also Dowd, Liddle & Nelson 2004). However, the 
contents of these learning spaces are partly limited by its 
creators’ aims. Festivals can therefore also be perceived as 
“instruments for control of musical and cultural resour-
ces, as well of the aestethics [sic], ethics, values, symbols, 
representations etc. of the presented musics” (Ronström 
2001:62; see also Taylor 2017 for a critical discussion 
about “World Music Festivals”).

Music camps also function as spaces of explora-
tion and development, much like festivals but on a more 
individual level, since the audience of the music camps 
usually consists of its performers. By sharing a confined 
time and space, camps provide possibilities for its parti-
cipants to develop musical skills through musical inter-
action. Social development is another important part of 
a music camp, as living together allows the participants 
to challenge and develop both collective and individual 
identifications (Zelensky 2014).

The word venue is often associated with a physical 
space, but in the case of the network-venue the focus 
lies more within the activity than the actual place of 
the activity. The music performances were carried out in 

various locations within a city limits, often in segregated 
areas, and the network functioned as a “spatial hub” for 
its participants, meaning their activities were coordina-
ted and supported by the network (Kiwan & Meinhof 
2011).

The fourth type of venue in this study is the concert 
stage or music club. In contrast to the network, this 
venue is situated at a specific location designed to stage 
concerts and other artistic performances. 

THE ORGANIZER
The focus of this study is those in charge of the venues 
– the “organizers”. Organizers are sometimes called di-
rectors, managers or leaders, depending on the organi-
zational structure of the venue they represent. Venues 
are generally structured as a network of persons with 
similar interests, with leading positions commonly 
occupied by one or two individuals who express strong 
enthusiasm, initiate activities and energize other partici-
pants (Lundberg, Malm & Ronström 2000). These en-
thusiasts are usually “known by everyone”, although not 
everyone in a network may know each other. The notion 
of “human hubs” is useful when thinking about an or-
ganizer in this way (Glick Schiller & Meinhof 2011; 
Kiwan & Meinhof 2011).

The basic task of an organizer is to gather people in 
the same place at the same time. The process is complex 
and involves finding appropriate artists, preparing a 
scene, advertising, delegating responsibilities and finding 
funds. The work of an organizer often involves nego-
tiations and struggles of economical, ideological and 
practical nature. Financing the venues is one of the most 
important practical tasks, but handling and developing 
strategies for social relations, laws and policies are also 
crucial. The tasks vary according to the size of the event 
and might involve several people, thus positioning the 
organizer as a member of a collective or social network 
(Kaijser 2007).

As a consequence of their control over economical, 
material and ideological resources organizers are some-
times described as “gatekeepers” (Lundberg, Malm & 
Ronström 2000). However, venues that engage migrant 
participants are often financed by associations and orga-
nizations with explicit integration policies. This means 
that the organizer’s freedom to create music events ac-
cording to their own ideas, and thus act as autonomous 
gatekeepers, is often limited (Carstensen-Egwuom 
2011; for illustrative examples, see Gibert 2011, and 
Gibson 2013). 
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A LOGICS APPROACH TO MUSIC VENUES

To identify and articulate constitutive preconditions for 
the creation of the music venues, the concepts of “logics” 
and “practices” are implemented with reference to the 
theoretical frame called the “logics approach” (Glynos & 
Howarth 2007). The approach is an elaborate way of op-
erationalizing the discourse theoretic framework estab-
lished by Ernesto Laclau and Chantal Mouffe (2001).1

In this study, six particular venues are regarded as a 
singular music practice. By definition, a practice is either 
social or political, although it may change from one to 
the other over time. Social practices are characterized by 
routine, normativity and they are seldom questioned by 
their practitioners. On the contrary, political practices 
“comprise struggles that seek to challenge and transform 
the existing norms, institutions and practices […] in 
the name of an ideal or principle” (Glynos & Howarth 
2007:105). Political practices can therefore be conceived 
as the opposite to social practices, as they are conscious 
and responsive.2

The concept of “logics” refers to “the purposes, rules 
and ontological presuppositions that render a practice 
or regime possible and intelligible” (Glynos & Howarth 
2007:15). When a practice is analyzed using logics’, it 
is thus possible to both describe it and “to capture the 
various conditions that make that practice ‘work or 
‘tick’” (Glynos & Howarth 2007:15). The concept can 
be thought of as a theoretical device that accounts for 
different aspects of practices’ preconditions. Three types 
of logics can be distinguished: social, political and fan-
tasmatic.

Social logics captures governing rules of practices, 
providing an overview of the present. Rules of a practice 
are not understood as reified entities with subsumptive 
qualities, but rather as normative patterns of social rela-
tions. Social logics operates in synchronic fashion and 
makes it possible to characterize practices in terms of 
typical contents, relations and processes. They are always 
contextual but not bound to specific contexts and situ-
ations as they can also be patterns of thoughts, allowing 
for contextual and situational overlaps. Social logics of 
the music venues become apparent when the organizers 

1 The approach rests on the ontological presuppositions that “all 
practices and regimes are discursive entities” and that “any field of 
discursive social relations is marked by radical contingency” (Glynos 
& Howarth 2007:109, See further discussion in, Laclau 1990, 1996, 
2005, Laclau & Mouffe 2001, Marchart 2004).
2 The concept of “the political” is “not restricted to the ongoing 
practices of politics within a pre-defined set of institutional forms. 
Instead, it concerns the contestation and ‘radical institution’ of social 
relations through acts or decisions” (Glynos & Howarth 2007:113f ).

describe relations, processes and circumstances in a nor-
mative, yet regulatory and determining, manner.

Political logics can, as opposed to social logics, be 
thought of as diachronic and are manifested through 
the organizers’ accounts of the venues’ historicity. Po-
litical logics show how antagonistic frontiers within 
practices become successively strengthened or weakened 
as a result of changes in elements (e.g. beliefs, activi-
ties and other circumstances) concerning the practice in 
question. When there are more similar elements, they 
strengthen the frontier as there appears to be a common 
goal worthy of contesting. If elements become dissimi-
lar, they weaken the frontier, and the need to contest the 
frontier vanishes. The organization of elements, as either 
similar or dissimilar, makes it possible to identify the 
emergence, transformation and preservation of practices 
(Glynos & Howarth 2007).

The third type of logic is the fantasmatic. Fan-
tasmatic logics show how ideas grip subjects, indicat-
ing why subjects act and are involved in practices. The 
notion of fantasy is understood as a motivational force 
behind processes of transformation and preservation 
within practices (Glynos 2008; Glynos & Howarth 
2007). Social reality, as experienced by subjects, is filled 
by actions that derive from, or are nurtured by, narratives 
promising change or perpetuation. These promises come 
in different shapes, either as beatific promises suggesting 
that “if we do this then this will happen”, or as horrific 
promises which imply that “if we do not do this, this will 
happen”. Related to the creation of the venues, fantas-
matic logics accommodate organizers reasons and ideas 
in which name they are committed to their tasks.

The three logics should not be viewed independent-
ly of each other. For example, a social logic of a practice 
does not make any sense unless it is articulated together 
with political and fantasmatic logics. In other words, a 
practice always accommodates the three types of logics, 
which combine and form an overarching tripartite logic 
of the practice. As this complex logic thus contains 
aspects of a practice’s what, how and why, it makes it 
possible to identify and articulate, in this case, music 
venues’ preconditions. 

DESIGN OF THE STUDY
The selection of venues in this study was based on two 
main criteria; first that music, in all its diversity, was 
a primary activity; and second that the venues were 
publicly presented as inclusive of participants associated 
with migration or cultural diversity. 

https://www.antro.uu.se/natverket-etnologisk-tidskrift/
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To find relevant participants, an overview of poten-

tial music venues in Sweden was initially achieved with 
the use of Google. The outcome was thereafter scruti-
nized in relation to the second criterium. To avoid po-
tential identification of the participants, venues located 
in smaller cities were excluded. Hence, six venues were 
located among the top 15 most populated areas in 
Sweden. However, it can be assumed that they are rep-
resentative for a larger number of similar venues.

Once the venues were selected, potential partici-
pants were contacted in order to arrange interviews. In 
all, six interviews were carried out with eight partici-
pants. Two of the interviews were conducted with two 
individuals, upon request by the organizers in question 
as they worked closely together. Of the eight partici-
pants, four were female and four were male. Age varied 
between early twenties to mid-sixties. Three of the par-
ticipants also worked as professional musicians, primar-
ily with traditional (“Nordic”) music. Three participants 
considered themselves having a migration background. 
The latter three worked mainly with “popular music” in 
a broad sense. 

The interviews were conducted over telephone, in 
offices, and in private homes. They lasted approximately 
two to three hours and were digitally recorded. The par-
ticipants were informed about research ethics, including 
how the recordings would be stored and used, that they 
were not to be identified and that their participation was 
voluntary and could be withdrawn at any time. 

The interviews were semi-structured, the questions 
following a relatively strict script, following the tripar-
tite logics of practice – bearing in mind that the object 
of study is the discursively structured music practice, not 
the participants’ opinions of it – while simultaneously 
providing for the participants to elaborate their answers. 
The semi-structured interviews also allowed the inter-
viewer to venture outside the script when needed, to 
follow up answers (Kvale & Brinkmann 2014).

LOGICS OF CULTURALLY  
DIVERSE MUSIC VENUES

In the following, the interviews are analyzed to identify 
and articulate constitutive preconditions of the music 
practice. The three types of logics are applied to account 
for the what, how and why of the practice.

Sponsorships and regulations – social logic of patronage
Many tasks that characterize the organizers work were 
expressed by the participants as restricting and exhaust-

ing, but were still recognized as fundamental. The tasks 
included both simpler everyday paperwork and com-
munication as well as more complex processes such as 
dealing with laws, policies and financial matters. 

Financing was always a decisive issue for the venues’ 
existence and one of the most frequent talking points. 
None of the venues were economically self-supportive. 
Instead they were all dependent on grants and other 
financial contributions. The accumulation of financial 
backing was generally fragmented, with multiple con-
tributors. Governmental subsidies, through municipal 
authorities, were most common, but private (very rare) 
and corporate actors also appeared. 

The importance of financial matters required the 
organizers to adapt to different situations in order to 
obtain funding and this task related significantly to the 
venues’ organizational structure. Most of the venues were 
administered as non-profit associations, a type of go-
vernment supported fellowship. According to two of the 
organizers this structure was necessary to raise certain 
governmental funding (cf. Kaijser 2007), although 
they both reportedly would have preferred to manage 
the venues privately since it would have been less bu-
reaucratic and therefor easier to handle. The organizers 
whose venues were not non-profit associations, tried to 
obtain governmental funding by creating temporary as-
sociations or using closely associated associations. Some 
of the venues were part of larger organizations, a kind 
of semi-independence, which meant that they obtained 
partial funding from their parent organizations. 

It is compulsory for non-profitable associations in 
Sweden to have written statutes where purposes, internal 
rules and activities of the associations’ must be declared. 
The organizers relation to statutes and other similar 
regulative documents were a bit ambiguous. When the 
topic was discussed during the interviews, one organizer 
said “there are some [statutes], but they don’t really say 
anything”, whereas another remarked “I had to start an 
association to be able to pursue those funds”. These kinds 
of administrative errands were expressed as confusing 
and frustrating because of their lack of clear frames and 
instructions. Statutes were thus often perceived as a ne-
cessary evil since they simultaneously enabled the orga-
nizers to obtain important funding. 

Regulative entities and processes, such as financing 
and statutes, are assembled within what can be described 
as a social logic of “Patronage”. Patrons refers to subjects 
who support and somehow care about the venues and 
its participants. Patrons could for example be indivi-
duals, organizations or their representatives. The logic 
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of patronage emphasizes how dependent these venues 
were of their patrons, and the governing patterns they 
created. Without patrons, the existence of the venues 
would have come into question. Patrons can therefore 
be said to partially govern the venues by instituting 
constitutive norms and rules, which can be perceived as 
frames within which organizers work. These frames are 
however not particularly clear and therefore also enable 
a sort of freedom, opening the possibility for the organi-
zers to set their own policies within the venues, creating 
a sort of space within a space. An absence of patrons 
was never discussed or mentioned. This further supports 
the normativity of their presence, which thereby can be 
concluded as a constitutive precondition during the con-
struction of the music practice. The logic of patronage 
additionally shows how organizers are members of col-
lectives (Kaijser 2007), but also that this membership is 
neither optional nor on equal terms. This is important 
when their positions and actions are scrutinized as it 
elaborates the understanding of and reasons for specific 
decisions.

Yields – political logic of capital covenants

The support from patrons mainly consisted of economic 
resources, but there were also other forms of capital, 
such as the provision of music equipment and stages, 
marketing and “helping hands” were also ways of sup-
porting the venues. However, along with the support 
came demands of yields. During the creation of the 
venues, these demands became sites of negotiation, or 
frontiers, where organizers and patrons met to decide 
a venues’ conditions. Such negotiations were seldom 
on equal terms, rather there was an imbalance where 
patrons seemed to have an advantage since they were 
scarce. But, as double as it might seem, this is where the 
organizers had a possibility to change terms. After all, it 
was still negotiations where organizers had the oppor-
tunity to say “well, we can include that if you provide 
this” and so on. The processes described ended up in 
agreements, here assembled within the political logic 
of “Capital Covenants”. Two particular sites of negoti-
ations were identified within this logic: fees and funders.

Various kinds of fees were discussed during all the 
interviews, but the stage and the music camp were the 
only venues that applied fees for their participants. The 
stage organizer explained entrance fees as something 
thoroughly necessary and mentioned two main reasons. 
The first was the high costs of running the venue, which 
included rent, wages and other expenses. The second 

reason was the possibility to contract more well-known 
and thereby generally also more expensive artists. For 
the camp organizers, participation fees were perceived 
as problematic since they implied an exclusion of parti-
cipants based on their financial situation. So instead of 
rejecting young musicians, the organizers of the camp 
tried to solve this problem, when possible, by helping 
youths to find funds in other ways. This was typically 
carried out through collaborations with other organiza-
tions that cherished the music camps activities. 

Arguments against entrance fees were mainly based 
on ideas of freedom and unlimited accessibility, some-
thing that would be reduced if fees were introduced. 
Fees would also lead to more regulations surrounding 
the venues, something the organizers wished to avoid. 
They explained that with money comes more rules, 
regulations and demands on control and security and 
thereby costs. Since these venues already were financial-
ly vulnerable, fees were therefore not an option – even 
though they could have provided important funding. 

However, all funders were not welcome as there 
were ethical and political aspects to take into consid-
eration. This related to whether potential funder’s ideas 
about a venue correlated with its organizer’s or not. One 
organizer expressed a responsibility toward foundational 
ideas and grass root members of the venue, summing 
it up by saying “you shouldn’t go to the dark side to 
get money”. In this case the Coca Cola Company was 
discussed as an example of a funder that was rejected, 
even though they would have provided essential con-
tributions. The reason of rejection, and naming as “the 
dark side”, was based on narratives of oppressive acts 
carried out towards native societies throughout the 
Latin Americas. Another organizer expressed similar 
considerations when the musical content of the venue 
had to be slightly changed because of a funder’s ethical 
principles. This was demanded if funding was to be 
obtained. The patron provided generous contributions 
and the organizer decided to listen to the funder and get 
the much-needed financial support instead of keeping 
the musical ideals of the venue untouched.

At both frontiers, the antagonistic relation in focus 
was complex and basically consisted of on one side “fi-
nancial matters” and on the other the venues “main ac-
tivities”. The negotiations were preceded by wishes to 
either change or to sustain the status of the practice, 
which exemplifies how political and fantasmatic logics 
connect and overlap. In the second example, the fantas-
matic horrific promise, or threat, of a possible exclusion 
of musical content was used against the organizer as an 
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argument in the negotiation of a venue’s aesthetic orien-
tation. Both examples also highlight the double position 
organizers hold, where they must consider both external 
(patrons) and internal (grass root members) demands. 
The recurring presence of these frontiers indicates their 
importance to the venues’ formation. The normative 
perception of patrons’ presence is thus complemented 
with the political logic, which exemplifies how negotia-
tions takes place and on which terms (e.g. Gibert 2011; 
Gibson 2013).

Bureaucratic encounters – political logic of depiction
Related to the discussion regarding financial matters, 
another arena in which the organizers frequently needed 
to negotiate, was in the field of politics.3 The organizers 
relationship with policies and politics, often represented 
by politicians, was generally strained. They testified of 
problems of being taken seriously by politicians when 
discussing their venues activities and contents and ex-
pressed an implicit hostility, or sense of antagonistic po-
sitioning, where notions such as ethnicity and diversity 
seemed to function as main sites of struggle. This was 
exemplified in three accounts during the interviews. 

The first example refers to when the organizers 
perceived that their festival was presented as an “exotic 
attraction” in a regional culture activity brochure. Most 
of the other activities in the brochure promoted (pre-
sumably) highly educated musicians and performers, 
who played western classical music, jazz and to some 
part Nordic traditional music. The organizers believed 
their own festival differed significantly from the rest 
of the events, in the way that they focused extensive-
ly on minority groups music, but also included reggae, 
hip-hop and “world” music. And therefore, they thought 
that they were included in the brochure because they 
represented something “different” and diverse. The fol-
lowing excerpt regards when they discussed potential 
support from the municipal administration.

P – I don’t think politicians know what we are doing, they 
just “ok yeah that sounds good”.

I – Is that because the festival seems to represent something 
diverse, which is regarded as inherently “good”? 

3 Notice here the difference between “the political” discussed above 
(note 2) and “politics”. In this section politics and politicians refers 
to the latter, “the set of practices and institutions through which an 
order is created” (Mouffe 2005:9) and to those who professionally 
serve those institutions and practices.

P – Yeah, or like they don’t really interfere with us because 
they are a bit scared also, because it’s a bit abnormal, it’s a bit 
“off the record”, so they get nervous because everyone wants 
to be mainstream, which we are not, somehow they are at-
tracted to it, the multicultural, they are drawn to it but can’t 
really handle it, so they want to stay in the background and 
they don’t want to have their name there, they get scared, so 
we are the wildcards in this town.

This suggests that the municipal administration 
somehow benefited from the festivals inclusion in their 
cultural program, likely by being able to officially show 
an act of inclusive cultural policy. However, the funding 
granted to the venue was always less than asked for and 
the reduction of funds can be interpreted as an expres-
sion of “We like this, and it makes us look good, but we 
do not want too much of it”, which would indicate the 
importance of “the multicultural” as a frontier of nego-
tiation.

The second example refers to the network venue, 
where the majority of the participants themselves were 
migrants or had a migration background. The organizer, 
who also was immigrated, discussed meetings with poli-
ticians and other people in similar positions with power 
over possible funding. 

P – I went there to see them, I even brought some parti-
cipants so that they could explain what the venue is really 
about, but we didn’t get either a stage or funds, so I ended up 
paying with my own money. 

I – Why do you think you didn’t get any support? 

P – I don’t know really, but I think it’s about, it’s like nobody 
[politicians] believes in real things, serious things like this, 
people just back off […] all they read about is bad things 
like cars set on fire, damage, mischief and drugs, and then 
they forget about the good that also is there, so the focus 
probably…

The spirit and interest in the venue shown by officials 
was constantly optimistic and encouraging, although 
funding was rarely guaranteed at the outset. On a few 
occasions the organizer set up concerts and music work-
shops partly by using private funds, in addition to other 
organizations that sponsored with for example a stage, 
sound equipment or a showground. Only after these 
events had taken place, was the organizer able to raise 
further funding from the municipal administration in 
order to continue the same or similar activities. 

I – So you had to prove yourself somehow to gain 
trust? 
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P – Yes, all the time, especially when it comes to people with 
a foreign background, one has to prove and prove all the 
time, and in proving people lose hope, because it feels like 
it’s never sufficient. 

A third example of similar interaction with government 
officials was stated by another festival organizer. In this 
case the organizer discussed the experience of how the 
suburb, where the festival was held, was generally nega-
tively depicted in mainstream media (on media coverage 
of migrants and music, see Ålander & Volgsten, forth-
coming). This affected the organizers’ work and meant 
a loss of credibility because the area represented was 
highly segregated and associated with unemployment, 
crime and social problems. The case has similarities with 
the two previous examples. Firstly, to represent a segre-
gated area or activity that presumably includes several 
migrated participants, and secondly how “diversity” is 
described as an uncomfortable but crucial theme during 
discussions with political representatives. This shows 
similarities to Feiler’s (2010) study, how participants ex-
perienced contacts with authorities regarding support, 
especially when they were immigrated. 

The music stage and camp organizers also labelled 
negotiations with politicians as tiresome. However, 
the reason for their grievances was not based on social 
aspects, but on what they perceived as politicians’ lack of 
recognition of certain musics as important (more about 
this below). 

Due to issues of negotiations that were seemingly 
based on portrayals, rumors and tales, the examples above 
can now be assembled within a political logic of “Depic-
tion”. The organizers struggled against undesirable at-
tributes in combination with the tiresome job of raising 
funds to music related activities. However, organizers 
sometimes also found themselves on the other side of 
the frontier in this logic, which is related to the collabo-
ration between organizers and performers. Problematic 
situations had occurred when organizers approached, 
or were approached by, representatives of specific 
ethnic groups’ leaders, musicians or dancers. These si-
tuations were demonstrated through fortified diasporic 
networks, absent performances and disagreements over 
payment. Because of the conflicts, organizers in some 
cases ceased to cooperate with certain ethnic groups. 
Some of the critique of the groups was explained by 
the organizers as a clash of “different cultural manners”. 
Such an argument can be seen as a result of a prolonged 
process of failure, where the organizer has repeatedly felt 
let down. But it can also be interpreted as the organizers 

failure to understand and handle “other(s)” traditions 
(ideas), contrary to one’s own, in relation to what it for 
example means to perform on a stage or to participate in 
a music venue. Treated as a logic of depiction, organizers 
are, in these instances, sometimes doing the very same 
thing they criticize for example politicians and media 
for, when complaining over being depicted wrongly. As 
shown, the logic of depiction was certainly present and 
important during the creation of the music venues, as it 
affected decisions made by both politicians and organi-
zers. But if this argument is turned around and viewed 
from an artists’ perspective, it would provide a conceiv-
able explanation to some of those participatory obstacles 
presented in previous research regarding exclusion and 
disbelief in musical skills (cf. Pripp 2006; Sievers 2014).

Spreading the word  
– fantasmatic logic of enlightenment

When discussing the reasons for the venues’ creation, 
the dominant idea among the organizers was about a 
musical space where unity, freedom and diversity was 
cherished, closely articulated with ideas of solidarity 
and democracy. This musical space offered an opportu-
nity for its participants to become “enlightened” and to 
learn how to be good citizens and to behave themselves 
towards others in the name of ideals like “equality”, 
“peace” and “acceptance”. The venues were perceived as 
spaces where such an act could be accomplished, spaces 
where prejudices could be challenged, especially when 
artists from various cultures performed at the same 
venue. A wide representation of many cultures was ex-
pressed in appreciative terms as something intrinsically 
“good” and “positive”. A propagation of such ideals was 
desired, an action which was assumed to be realizable 
through the creation of a music venue.

One example of when participants got the chance 
to learn about “other” cultures was at the music camp. 
The overall idea of the camp was to bring young (tradi-
tional) musicians, with diverse backgrounds, together to 
play music and to share musical as well as social aspects 
of life. The intention was to learn about cultural differ-
ences as something interesting and inherently good, as 
well as to further develop musical skills. One of the or-
ganizers explained 

… and the idea then about the camp, is some kind of equal-
ity, democracy, everyone’s equal worth as well, and to see 
that we are all quite alike and have a lot in common, and the 
differences we have become a wonderful spice.
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Originally, the idea of the camp was more on the musical 
side, but the social aspects became increasingly central. 
Learning about values and how to interact with other 
people became equally important to the elaboration of 
musical skills.

The other venues also held educational aspects. 
They were not discussed at length, however when men-
tioned they were quite specific. The students were the 
audience, the wider society or the artists, sometimes all. 
In the name of the ideals mentioned above, the audience 
needed to be shown “other cultures expressions” and the 
artists were educated in how to “be themselves” as well 
as how to be “artists”. 

Given the contingent state of all social relations 
(Glynos & Howarth 2007), the ideals could be thought 
of as keys to what these venues strived to represent and 
capture. It suggests that these ethical principles of life in 
some way were regarded as missing and therefore were 
needed to be “found” – with the creation of the venues 
as a result. These voids could be understood as the or-
ganizers’ perceptions of the reasons some or many of 
the venues’ participants were anticipated to be excluded 
from the wider society, mostly because of their migrant 
background. And as inclusiveness was a leading notion 
amongst the organizers – the venues thus offered a 
chance for this “expected” exclusion to be altered. 

Nevertheless, the ideals discussed above were 
strongly linked to participative conditions. These 
regarded both aesthetic qualities and a sort of ideologi-
cal coherence with the “venue’s ideas”, and were found in 
statements like “if you are to perform on this stage your 
message has to be good”, ”as long as the artists communi-
cate something good and positive, they can perform” and 
“if you are a good performing group that we want, then 
we usually help out”. But at the same time the slogan 
repeated over and over was “the venue is for everybody, 
everyone is welcome”. Against this proclamation, it was 
clear that the presence of representatives from the right-
wing political party Sverigedemokraterna (SD), some-
times described as a (culturally) racist and populist party 
(Berggren & Neergaard 2013), were not tolerated at the 
venues. The party was mentioned by all the organizers, 
and several times as a threat to the venues existence and 
implicitly thought of as an embodiment of the excluding 
processes which the venues partly were created to fight 
against. Related to the organizers’ desire to be inclusive 
and welcoming, this is contradictory. However, the men-
tioning of SD as a threat to the venues signals a fan-
tasmatic promise, which if not obeyed would threaten 

the venues’ existence. The party and its associates thus 
curiously seemed to function as an accelerating and mo-
tivating force for the organizers to continue their work.

The logic of enlightenment expands the organizers 
role, which no longer only is to gather people in a certain 
time and space. The logic adds and highlights constitu-
tive ideas used by the organizers to justify the creation 
of their music venues. Democratic and inclusive views 
are prominent, however only as long as they are in con-
sonance with the organizers’ own. This emphasizes the 
power organizers hold to, for example, to select desired 
performers, and it shows how the organizers position 
themselves as patrons and consequently must take ex-
cluding decisions – after all, not everyone is welcome. 
The reasoning supports the statements about festival or-
ganizers power positions (Ronström 2001, Taylor 2017), 
but extends here to other types of venues than festivals, 
which separates the ideals from the physical venues. This 
can thus be viewed as an example of when organizers 
are driven by cultural and political motifs when creating 
a music venue (cf. Lundberg, Malm & Ronström 2000).

Fortified communities  
– fantasmatic logic of togetherness

One of the most common purposes of the venues was the 
elaboration of social relations and processes in related 
“communities”. However, the limits of these communi-
ties were not clearly defined, but commonly associated 
with geographical areas such as neighborhoods or cities, 
ethnic or national belonging or musical interest. 

The idea of a “strong community” was explicitly ex-
pressed by the organizers of the network and the three 
festival venues. Their accounts referred to ideas and ex-
periences of problematic circumstances in the areas in 
which the venues took place. One shared purpose of 
these four venues was to direct the focus of both its par-
ticipants and news media “somewhere else”. This else-
where was the areas and activities of the venues. 

Two of these festival venues were situated in 
suburban areas that were heavily associated with social 
problems, crime and segregation. The organizers ex-
pressed how the areas always were depicted in negative 
ways and that news about these places always were about 
crime, drugs and other adverse occurrences. The festivals 
overarching purposes was to bring the residents of the 
areas together as well as to generate positive news. They 
stressed the importance of community solidarity time 
after time by saying that the festivals were for and by the 
citizens of the specific and similar areas, the communi-
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ties. “This is for us” was the typical expression, with an 
emphasis on “us”, often followed by “by us” to further 
fortify the sense of belonging. Similar reasoning was also 
expressed by the organizers of the network-venue and 
the third festival, but the difference was the limits of 
the communities. In both cases the communities were 
scattered over various parts of the cities and bound 
together only by its participants (rather than by geo-
graphical proximity), who in majority were described 
as diverse and immigrated. But the motivational idea, 
or fantasmatic promise, was similar at the four venues; 
a thought of dislocated communities whose members 
were longing for a better life or at least some sort of im-
provement and meaningfulness. A community member-
ship thus seemed to be a way to achieve change, which 
as such would provide a shared point of cohesion. “It’s 
about togetherness” as one of the organizers concluded. 
A music venue meant that community members could 
come together, at least momentarily, to enjoy music, 
dance and art instead of thinking about poverty, racism 
and other social issues.

At the final two venues, the camp and the scene, the 
community was principally represented by those who 
shared the interest in traditional music. But here the 
communities and their members already seemed united 
and the fortification was instead needed to prevent the 
communities from dissipating. 

Overall, the logic of “togetherness” assembles or-
ganizers’ ideas about cohesion as a constitutive precon-
dition in which name the venues were created, even 
though the shape of its manifestation, here referred to as 
communities, varied. 

Emotions, social elaboration and  
music traditions – a fantasmatic logic of music?

In addition to the fantasmatic logics of enlightenment 
and togetherness, the organizers´ beliefs in and ideas 
about music related to the creation of the music venues 
should be mentioned. Music is, after all, that which ties 
these venues together as a music practice. However, 
“music” was understood in various ways, generally as a 
tool or vehicle. The variety of ideas about music makes 
it difficult to name a singular “logic of music”, but there 
were three aspects of the concept that dominated: an in-
dividual, a social and a musical. All three aspects were 
simultaneously present among the organizers, although 
more or less emphasized.

First the individual aspect, where different emo-
tional references were expressed depicting music as a 

mood or mode changer. Music could function as a help 
through the day by its ability to provide the possibility 
to express feelings, but also to arouse feelings, as music 
could be calming, energizing or even become, as one or-
ganizer said, “a gateway to somewhere else”.

The second thought about music was as a tool for 
social and professional interaction. This included ideas 
of music as a tool for engagement, integration, commu-
nication and unification. This idea about music was ex-
pressed as a reason for the creation of the venues when 
they were to function as spaces for social elaboration. 
In all but one of the venues (the camp) a clear aim was 
to provide the participants with the means to perform, 
or at least provide for the possibility to expose them 
self, for the community or wider society. The social en-
counter was about making friends and getting to know 
new people with a shared interest. The professional in-
teraction was instead about broadening professional 
networks, meeting other professionals and finding new 
possibilities for work.

The final aspect of what music meant or what 
purpose it had, was as an object or a tradition. The idea 
of keeping certain music alive was very important in 
conjunction with the venues’ creation and continued 
survival. A split between music genres was apparent-
ly related to this as only the organizers of venues that 
focused on traditional music were the ones who talked 
about this. The organizers uttered grievances about 
politicians’ failure to understand the importance of the 
music genre (in a broad sense). Here is a connection to 
the political logic of depiction and an example of why 
organizers at times experienced negotiations with politi-
cians as tiresome. In this case, because the idea of music 
differed so extensively that the actual site of negotiation 
became unclear. 

An overall “fantasmatic logic of music” is difficult 
to capture because of the diverse notions of music. But 
despite the lack of coherence between the different ideas 
of music, it is important to remember that the main 
activity of the venues was music. Nevertheless, the in-
consistent definitions also show that the venues were 
not exclusively about music. The inclusion of “music” 
was obviously important to all the organizers as a consti-
tutive idea, but it appeared as an indistinct center around 
which different meanings and processes took place. So 
instead of becoming its own logic, “music” is better incor-
porated as an integral part of other logics. For example, 
the ideas of music as a tool for integration, communi-
cation and unification is better located within the logic 
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of togetherness, since the main idea to follow was social 
change rather than a specific music experience. And the 
individual aspect of music could be located within the 
logic of enlightenment. That is because the possibility to 
evolve as an artist or person at a venue seemed more im-
portant than the music listened to or played by the artist. 

However, at the two venues that mainly included 
traditional music, the idea about music was more central. 
In these two cases a fantasmatic logic of “music” could 
be applicable because one of the main purposes of these 
venues was to preserve and maintain a special kind of 
music, or musical tradition, the existence of which 
seemed threatened in a horrific manner. The organizers’ 
passion for this music was thus crucial for the “ticking” 
of those two venues and could therefore be considered as 
a constitutive precondition.4

CONCLUSIONS
The analysis shows that the creation of the particular 
music practice of the six venues emanates from ideas 
about either change or preservation.5 The source of these 
ideas can be traced to dislocations in social reality, such 
as social exclusion or vanishing music traditions, which 
were desired to be either fixed or concealed. The study 
shows how ethical principles, cohesion and music deve-
loped into ideals (functioning according to what Laclau 
and Mouffe would describe as “nodal points” or “empty 
signifiers”, cf. note 4), around which the practice deve-
loped, but always in relation to external powers.

Altogether, there are five dominating preconditions 
that comes into play when this culturally diverse music 
practice is created: the practice is extensively dependent 
on external help from patrons; negotiations will take 
place regarding patrons demands of yields; negotiations 
will be affected by valuations of diversity; the practice is 
created in the name of ethical ideals; and the practice is 
closely related to ideas about community cohesion. Taken 
together, these preconditions show that the practice is 

4 The notions “nodal point” and “empty signifier” are useful to elabo-
rate the discussion about how different ideas about music relates to 
the construction of the music practice. Howarth (2015:12) explains: 
“Whereas nodal points are those privileged points of signification 
within a discourse that partially fix the meaning of practices and 
institutional configurations, empty signifiers provide the symbolic 
means to represent these essentially incomplete orders”. Music can 
thus be identified as a nodal point during the creation of the scene 
and the camp, but as an empty signifier at the other venues. (see also: 
Laclau 1996)
5 In the following “practice” again refers to the six venues as a singu-
lar unit.

political rather than social, since the principal purpose 
of the practice is to change prevailing social hegemon-
ic structures (cf. Glynos & Howarth 2007). The belief 
in music’s transformative power also contributes to the 
creation of the practice. But the self-evident presence of 
music in the practice and the difficulty of naming a logic 
of music means that music instead represents social, 
rather than political, aspects of the otherwise political 
practice. In other words, it is not music that is political, 
it is the practice in which the music sounds. 

Standing out in regard to the creation of these par-
ticular venues are the two articulated fantasmatic logics 
and how the notion of diversity affects the process of 
creation. The dependence of patrons and the struggle for 
financial and other material assets are typical for other 
music venue organizers as well (cf. Kaijser 2007). But 
when the practice is characterized by migration and 
cultural diversity, ideas about changing social injustice 
become constitutive. The political logic of depiction ex-
emplifies this by illuminating the importance of repre-
sentation. When the practice has a clear connection to 
cultural diversity, it affects the obtained quantity of the 
resources. This turns out to be crucial if the organizer 
has a foreign background (cf. Feiler 2010). Moreover, 
the fantasmatic logics of enlightenment and together-
ness can both be said to deal with the same issue; the 
former as a way of publicly contesting social injustices, 
manifested by the propagating of ideals in the name of 
democracy and equal rights; and the latter as a manifest 
act to directly support those who were considered in 
need of change.

When it comes to the aesthetic content of the 
practice, the organizers became gatekeepers. The multiple 
positions which the organizers thus occupied emerged 
not only by the following and establishing of rules, but 
also through contradistinctive statements about partici-
pative conditions. The same ideals used as points of ne-
gotiation with patrons can also be understood as poten-
tial fantasmatic promises for participating artists, as they 
would have to advocate “good values” and demonstrate 
aesthetic quality to be accepted (cf. Lundberg, Malm 
& Ronström 2000). This shows how powerful the or-
ganizer is, as these demands partly govern participative 
conditions. It also shows how contingent the organizers’ 
positions are as they constantly must reflect, modify and 
relate their ideals to the practice. This becomes particu-
larly clear in the discussion about the right-wing politi-
cal party, which obviously represented and materialized 
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some of the deficiencies set out to thwart through the 
creation of the practice. A defined antagonist facilitates 
the formulation of transparent ideals and purposes of 
the practice as opposed to following equivocal principles 
such as peace or democracy.

The emerging overall logic of this music practice 
shows how strong ideas about contents and purposes 
are imperative, but also how its creators need to be well 
prepared to negotiate ideals and be thoughtful of their 

obligations to achieve success. Their job is thoroughly 
complex, and they need to be conscious about how rules 
and regulations work and to be prepared to adapt ac-
cordingly. And while facing the lack of resources and 
time hindering them from fulfilling their desired goals, 
they must also submit to the fact that many, probably 
most, of their tasks are social and administrative rather 
than aesthetic.
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