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Introduction

Touristic and Migrating Musics
in Transit

Simone Kriger and Ruxandra Trandafoiu

Music travels, especially in the age of globalization. Marked by human
movement,voluntary or forced, temporary or permanent,musical expe-
rience around the world is being shaped in often diverse and complex ways.
For some, music travels through migratory movements, the mass movement
of people without intended permanent return, while accompanying migrat-
ing peoples to new locations, but also when people use music to migrate
symbolically in search of new horizons. For others, music travels through
touristic movements, undertaken temporarily and voluntarily by people to
places away from home in search for new musicultural experiences.

Both tourism and migration resignify our sense of place and rewrite the
relationship between place and identity. Like the tourist, the migrant is in
place, but not «of the places (Bauman 1996, 29). Mobility not only threatens
our sense of place (Frith 1996, 110), but it also highlights the importance of
the sjourneye, since the road is often more important than the destination
(Bauman 1996, 20). This identity journey senables us to place ourselves in
imaginative cultural narrativese (Frith 1996, 124), which, as Timothy D.
Taylor reiterates in the afterword to this volume, are occasionally fabri-
cated, often contested, and certainly overlapping.

Both migration and tourism are bound together by the practice of
traveling and transiting,both actual and symbolic. And both migra-
tion and tourism may exist side by side or indeed be closely intertwined
in certain contexts! Migrant culture may, for instance, feature in
various representations in o cial or promotional materials that serve
place-branding projects to boost tourism (see Kruger in this volume),
or migrant culture may deliberately be silenced in e orts to promote an
*0 cial* culture that is based on a selected music heritage (see Cohen
and Roberts in this volume). Meanwhile, migrantse musical choices may
pivot around certain styles of sworld musice, thereby engaging in virtual
tourism that reconnects them with a constructed version of their home-
land, one that is highly idealized, commercialized, and capitalist (see
Muir, Silverman, and Trandafoiu in this volume). Moreover, migrants
may actively promote their own musical traditions in touristic contexts
to which they have been granted access (see Amico in this volume, where
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emigrants may also take on a broader meaning). And yet both migration
and tourism stand in stark contrast to one another, one often (although
not always) related to poverty and the subaltern, the other often related
to capitalism and Western hegemony and thus often overlooked within
ethnomusicology.

Indeed, music tourism has only gained momentum in ethnomusicol-
ogy since the late 1980s, while music tourism is still often seen as an
*Othere of ethnographic “eldwork (Cooley 1999, 32; Nettl 2005, 195).
This theme is taken up by some authors here in a self-critical, redxive
attempt to grasp the impact of their srole plays between tourist and eth-
nographer, which, as one author writes, can lead to sproductive misun-
derstanding,e the result of a sgame of reciprocal gazese played out between
tourists and locals, while sthe ethnographer takes part in the tourist
encounter, managing an ambiguous third roles (Amico in this volume). In
touristic contexts, researchers may initially set out in the role as tourist
(or at least being perceived as such), yet they do gradually move into the
role of ethnographer, as noted by another author (Mclntosh) in a study
of child performers in Balinese touristic events. Interestingly, a shared
underlying desire to be sthes ethnographer, not a music tourist, in tourist
contexts shines through these writings, which may be born out of some
of the negative assumptions surrounding tourism: colonialism, commaodi-
“cation, cultural loss, staged authenticity, capitalism, and so forth. To
focus on tourist events and their perceived hypo-reality somehow implies
to miss ethe real thinge that in-depth ethnographic “eldwork promises
instead. Moreover, tourism is often regarded as a form of neocolonialism
that postmodern approaches to ethnography sought to challenge. That
tourism bears (implicitly) negative connotations is also evident in recent
discussions on World Music and eaudio tourisme, a form of imaginary
travel associated with hyper-consumerism and Orientalism (Kassabian
2004). Here, a recent lecture by Keith Howard (2009) shows how binary
divisions between ethnographically rooted music of authentic traditions
versus commercialized (familiar/Other) world music; music studied by
ethnomusicologists versus music made for consumption; diversity (local
music) versus standardization (the egreat melte); thorough appreciation
versus audio tourism are still well and alive in the ethnomusicological
imagination.? In this context, we remember the 2009 Annual Conference
of the British Forum for Ethnomusicology in Liverpool, 2 when conference
attendees, most of them ethnomusicologists, participated in the Magical
Mystery Tour as part of the social events program, many enthusiastically,
some rather reluctantly proclaiming: ¢I would have neverthought to see
ethnomusicologists on a tourist tour of the Beatles!e

Migration resembles a somewhat equally suncomfortables phenome-
non to some ethnomusicologists and, like tourism, has only fairly recently
been taken up in ethnomusicological enquiry (Slobin 1994, 2012). This
may be so since migration is similarly an «Othere of ethnography, one
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associated with movement, convergence, and diaspora, which stands
directly opposed to (earlier) ethnographic concerns with place, homo-
geneity, and authenticity (Cooley 1999, 38; Reyes 2009, 178), although
since the latter part of the 20th century, ethnomusicology has no longer
been framed by certain subject matters regardless of their place of ori-
gin (commonly called the eapproach to subject mattere), also evident in
the shift toward studying migrant, diasporic musics in urban contexts
(Bar“eld 1997, 163). As a result of postcolonial awareness, postmod-
ernism, and globalization, the emphasis of ethnomusicological research
began to shift also to acknowledge the dynamics of musics transcultur-
ally and, indeed, globally, a shift marked by the introduction of sub“elds
like surban ethnomusicologye or sethnomusicology at homes to denote the
new “eldsites where ethnomusicologists study musics today (Nettl 2005,
184...96; Stock 2008, 199...204). It is specidlly within surban ethnomu-
sicologye where ethnomusicologists study processes surrounding human
migration and, with it, the " uidity, hybridity, and multiplicity that mark
contemporary urban musical expressions and phenomena (Reyes 2009).
In turn, ethnomusicology studies have also naturally come to engage
with diasporization (see Brubaker 2005 for a useful conceptualization
of ediasporae) as an obligatory part of the migratory process (see, e.g.,
Campbell 2010; Gopinath 1995; Manuel 1997/1998; Slobin 1994; Zheng
2010). Authors present in this volume use the terms migrant music and
diasporic music equally to describe the outcome of music migration and
inherent diasporization. Musics in transit take musical forms, themes,
sounds, and voices, as well as instruments from the homelands, but these
are transformed by the new experiences of journeying and resettlement.
Musics in migratory transit establish new connections and adopt new
etraditionse, marked by multiplicity and multimodality, while also creat-
ing cosmopolitan tastes. The result can be equally described as migrant
and/or diasporic.

This special combination of migration and tourism represents the
unique contribution of this book with its focus on the way musics are
produced, circulated, and consumed in relation to multiple journeys and
transits, as expressed by both migration and tourism. This dual focus
allows us to explore the juxtaposition of phenomena like cosmopolitan
empathy, advocacy, and responsibility versus the commaoditization of the
Other, authenticity, and capitalism. In doing so, the book shows how both
individual and group musical biographies do away with traditional under-
standings of smainstreame and *marginalitys, and how old hierarchies of
power are dismantled (or not) by post-Western frameworks. While the
book aims to deconstruct elements of classic globalization theory, it is
in no way attempting to rewrite it. It attempts, however, to engage with
post-globalization phenomena that have already led to new identities, new
musical practices, and new ways of being in the world. We are now living
through a period, which Bauman (2009) evocatively calls sinterregnume;



4 Simone Kruger and Ruxandra Trandafoiu

the old is dying; the new is just beginning to be born among uncertainty.

This book captures the enew dawne, the much needed new additions in
both theory and research practice to the discipline of ethnomusicology.

The bookes interdisciplinary perspective through case studies that cover
a number of continents and musical styles allows us to deconstruct estab-
lished theories and propose new methodological solutions by looking at
audiences animated by cosmopolitan imagination, who challenge global
capitalismes commodi“cation of the exaotic.

MUSIC TOURISM

Tourism is an important human activity. Indeed, pilgrimage and other
forms of travel for noncommercial purposes existed in most societies well
before the mass tourism and leisure industry began to develop in the 19th
century. Musical styles like "amenco, for instance, are closely associated
with the rise of early French and British international tourism fueled by
European romanticism toward Spanish gypsies, which rendereddmenco
an exotic expression of Oriental mysticism and, in turn, transformed
"amenco art into an export commaodity long before the emergence of
modern cultural tourism (Aoyama 2007, 105...6). Ever since, tourism has
become one of the fastest-growing and largest industries in the world.
Tourism is practically universal, and touristic practices pervade many
areas of social life. Tourism has transformed host communities: their
social and cultural life, environment, economies, politics, and their
music. Tourism may be de‘ned as the temporary leisure-based travel and
activities undertaken voluntarily by persons outside their susuals home
environments (World Tourism Organization 2013). Unlike other tangi-
ble goods, tourism is not produced, packaged, shipped, or received, but
is nonetheless a product for sale. As such, tourism is intrinsic to eoure
lifestyles,most of us have been tourists or fantasize about visiting new
places. Tourism is generally categorized into domestic; inbound and out-
bound; internal (a combination of the previous two); and national and
international tourism (ibid.), although clear de" nitions in analytically
useful ways pose a signitant challenge (Cohen 2003, 382). Tourism is
a global industry of considerable economic importance and social ben-
e“ts for local communities,* alongside its apparent potential to promote
international peace and goodwill through cultural appreciation, and has
therefore gained signi“‘cant attention by governments, regional and local
authorities, policy makers, business investors, academics, and others.
Thus while global tourism was historically more important for devel-
oping countries, it has become of increasing importance for developed,
industrialized countries.

The tourism industry gained momentum during the 1950s and wit-
nessed a global boom during the 1980s and 1990s, which is mirrored in
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academic circles, where it became established in the 1980s as an interdis-
ciplinary “ eld of study, often considered from economic, geographical,
historical, political, psychological, or sociological perspectives. Tour-
ism is nowadays built on the post-Fordist global capitalist structures by
focusing also on specialization and niche tourism, rather than standard,
packaged tours. Here it is specitally the attractions that entice tour-
ists to visit the locations in the “rst place, which are usually studied and
understood within the context of scultural tourisms. Cultural attractions
include a broad range of activities and cultural forms like handicrafts,
food, religion, language, architecture, sports, and the arts, while music,
classical, traditional, popular,plays a pivotal, if not even central, role in
cultural tourism. Indeed, as expression and regction of culture, music
provides an incredibly emotional narrative for tourists, which is nowa-
days packaged in the form of eniche music tourisme (Figure [.1). With
its emotional and personal appeal, music tourism has developed into a
major tourism branch in countries like the US and the UK where tourism
is mature and music industries are strong.

Given that tourism is one of the fastest-growing industries in the
world, music and cultural tourism is an increasingly vibrant arena for
academic study. Yet ethnomusicological discourse on tourism and travel
is still rare (see Post 2011 for a handful of examples), even while ethno-
musicologists have recognized that types of travel coalesce into a central

Figure .1  Screenshot of Songlines Music Travele.

Note: *Songlines Music Travels is a branch of British world music magazine Songlinds part-
nership with the Tailor-Made Groups Company, o ering a range of world music tours to bring
customers sclose to the music of your destination: through evenings listening to live bands, time
spent at festivals, dropping in on instrument makers or enjoying sessions with local musicians.
The music is the focal point for these journeyse (Songlines 2013).
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feature of peopless contemporary lives. Where ethnomusicologists rett
on their associations with tourists and tourism, much focus has been
placed on the infrastructures and impact of musical tourism cultur-
ally, socially, economically, and environmentally (Post 2006, 5). This
includes, for example, ethnomusicological collections on the themes of
traditional music and tourism (Kaeppler and Lewin 1988); performance,
tourism, and ethnicity (Burckhardt Qureshi 1998); and music, travel,
and tourism (DeWitt 1999). Important and often overlooked research
on the theme of music tourism also includes Wolfgang Suppanes (1991)
Schladminger Gesprache zum Thema Musik und Tourismusand Max
Peter Baumannes (1995Music in the Dialogue of Cultures: Traditional
Music and Cultural Policy. More recently, the journal the World of
Music also issued a volume on Folk Music in Public PerformancegBau-
mann 2001), which includes some well-developed theoretical approaches
on music tourism.

While ethnomusicologists may still often focus on traditional and
folk musics in these studies, the focus on contemporary, popularized
musics occurs more frequently in studies by popular music scholars,
anthropologists, sociologists, and cultural geographers. Here, research
often focuses on the signitance of specit geographic locations for
music tourism, most notably Liverpool as the birthplace of the Beat-
les (Cohen 1997, 2001, 2007); Graceland, the Memphis home of Elvis
Presley and birthplace of the blues (Gibson and Connell 2007); or New
Orleans as the city of jazz (Atkinson 1996, 1997), to name only three
examples. More eclectic collections on tourism are frequent, most nota-
bly Simone Abram, Jacqueline Waldren, and Donald V. L. Macleodes
Tourists and Tourism: Identifying with People and Places (1997), with
chapters written by social anthropologists, geographers, sociologists,
and popular music scholars. Here, tourism studies often seek to under-
stand the ways in which museums and other cultural heritage sites are
sites for the transmission and negotiation of particular cultural values
and visions, or how tourism constructs cultural imagery and social ste-
reotypes by staging authenticity and providing spectacles aimed at the
tourist gaze (see Urry 1990), among other themes. Meanwhile, from
cultural geography, Chris Gibson and John ConnellssMusic and Tour-
ism: On the Road Again (2005) is usually regarded as a key title that
addresses popular music and tourism from a broad perspective, ranging
from virtual tourism, hula sounds to musical landscapes, tourism as the-
ater, and the issue of travel. Their bookSound Tracks: Popular Music,
Identity and Place (Connell and Gibson 2002) also contains important
discussions on music tourism, among other cultural themes. The fact
that music tourism is becoming an important area for research in its
own right is also demonstrated by a conference held at the University of
Liverpool in 2012, which was dedicated entirely to the theme of «Sound-
tracks: Music, Tourism and Travels (ICRETH 2012).
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CURRENT PERSPECTIVES ON MUSIC TOURISM

While tourism has become an increasingly vibrant arena for ethnomusi-
cological and anthropological study, the chapters presented here extend
this body of theory by exploring the relationships between tourism, tour-
ists, and musics across cultures. In the context of global mobility, some
of the key research and debates in the é€ld of music tourism are exam-
ined, while drawing on case studies and &ld observations in the countries
or cultural spaces studied by ethnographic researchers and/or visitors as
tourists, and thereby presenting di erent contemporary forms of music
tourism. The authors take us on a journey to sites in the UK, Bali, Mali,
Australia, and Liverpool, and onto cruise ships and imaginary voyages
around the world, and present encounters with pop, traditional, world,
classical, rock, and dance musics. The chapters also highlight in broader
terms how the study of music tourism and tourist practices enhances our
understanding of identity and heritage, interethnic interactions, neo-
colonialism, neoliberalism, media and representation, the staging and
marketing of music, commaoditization, and notions of ownership, authen-
ticity, and desire. Certain subthemes emerge, such as the construction
of tourist discourses, narratives, and memories through material culture
(Cohen and Roberts); empowering the Other through representation and
inclusion (MclIntosh); the role of authenticity in the marketing of people
and places (Amico); music tourism at sea and the fantasy island phenom-
enon (Cashman and Hayward); festival tourism for rural transformation
(Connell and Gibson); place-branding and cultural mega-event tourism
(Krliger); and music, travel, and touristic diasporas (St John), and each
will be introduced and duly contextualized here.

Constructing Tourism Narratives:
Material Cultures of Music Tourism

One important theme in the anthropological study of music tourism con-
cerns the ways in which (verbal and material) narratives construct images
of tourist destinations, and how subtle messages are embedded in tourism
materials. How do such narratives contribute to the shaping of touristse
perceptions and experiences of destinations and of the peoples residing in
those destinations? What is the role of material culture in dething tourist
destinations? How do local residents construct ideas about stheire places?
Relevant here is the way in which states use tourism for national agen-
das and/or place-branding, and what role cultural heritage sites such as
national museums and exhibits play in this process for the transmission
and negotiation of particular cultural values and visions for both citizens
and visitors.

Sara Cohen and Les Roberts make an important contribution here in
their chapter *Heritage Rocks! Mapping Spaces of Popular Music Tourism,e
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in which they focus their analytic and ethnographic attention on di erent
kinds of maps as markers of UK popular music heritage sites. For example,
the chapter illustrates how <o ciale maps like those constructed by Visit
Britain and the British Music Experience are part of a wider national mar-
keting campaign designed predominantly for place-branding and urban
regeneration purposes and for boosting domestic and national tourism. In
doing so, however, these o cial narratives tend to provide a highly selective
and predominantly swhite, male, rocke representation of UK popular music
heritage, and only a super‘tial, arbitrary engagement with local music
geographies. By contrast, nonprofessional music heritage maps and trails
(available online and as smartphone apps) represent more localized narra-
tives of British popular music histories, heritages, and musical memories,
and are thus di erent in terms of scale and cartographic precision. Draw-
ing users «into the mape by appropriating new, locative media technologies,
these maps rect a desire (by individuals and organizations) toward a more
direct engagement with local musicscapes, thereby challenging dominant
and o cial discourses of music heritage. Finally, Cohen and Roberts also
illustrate user-based, suno ciale mapping practices (used by the authors
as tools for research) as these have grown out of vernacular memory or
*heritage-as-praxise. Representing more dynamic and inclusive narratives
of local musical heritage, culture, and identity, local maps of vernacular
musical memory also provide a stark contrast to more *0 cials tourist maps
and discourses used to brand and symbolize «the natione, as they are more
closely re”exive of personal musical memory, cultural experience, and
locally speci“c identity. By comparing and contrasting o cial tourist narra-
tives (*0 cial* maps), localized material culture (localized maps), and nar-
ratives of local vernacular memory (user-based mapping as research tool),
Cohen and Roberts highlight the complex connections between popular
music, place, and tourism, while raising important questions about musical
heritage: what it is, what it is for, and why it matters.

Empowering the Other: Representation
and Inclusion in Music Tourism

One important theme in the anthropological study of tourism concerns the
ways in which local stakeholderse perceptions and concerns are respected
and included in music tourism, a focus still often rare in anthropology,
where the trend has been to address the perspective of the sgueste over that
of the shoste (Guerron Montero 2011a, 2). If, as some tourism critics sug-
gest, tourism is a form of neocolonialism, how can this dynamic be altered
or avoided in destinations under development for tourism? And if music
tourism can also bene't the *hoste, given that much tourist activity around
the world continues to be managed in a way that directs investment away
from local facilities and infrastructures, how can <hostse be more directly
involved in the management of tourist activities? This focus is based on the
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reality that tourism often transforms sensibilities about identity, ethnic and
gendered hierarchies, and class in touristic settings, which raises questions
about swhose cultural capitals and, with it, issues surrounding local agency
and power (Cheong and Miller 2000). Relevant in this context are tourism
studies that acknowledge the fact that sthose subjected to the ethnographic/
touristic gaze gaze back [and that] the ethnomusicological viewpoint is just
one among many otherse (Stokes 1999, 143).

Jonathan Mclntoshes study on eNegotiating Musical Boundaries and
Frontiers: Tourism, Child Performers, and the Tourist-Ethnographer in
Bali, Indonesias makes a signitant contribution to understanding how
participants themselves perceive the ways in which they are represented,
photographed, and staken back homes, and how they themselves choose
to represent stheire culture in particular ways and not in others. In doing
so, this chapter addresses the recent critique that swe very seldom hear
about re” ections from relevant participants themselves (musicians, audi-
ences, others)e (Stokes 1999, 144). Moreover, a book on music tourism that
does not include a chapter on Bali must simply be incomplete, clearly evi-
dent in the exuberant body of academic writing on this topic. And yet it
is MclIntoshes unique ethnographic focus on child dancers and the ways
in which they interact with visitors to their island (ethnographers, tour-
ists) that marks the chapteres contribution to the large body of literature
on music tourism in Bali. The child performers have little or no cultural
authority of their own and are accorded little power over their dance per-
formances because of their ambiguous status as culture bearers. Moreover,
they receive little remuneration for participation in tourist performances,
while being expected to be highly pro“cient and professional in set choreo-
graphed (secular) dance productions to meet touristic expectations. Even
so, Mclntosh found that the children displayed a worldly approach that
showed them to be culture bearers and creatively active indeed, while the
children also made informed choices about what they deemed to be taboo
performances for tourists. In doing so, McIntosh allows these children to
speak out for themselves, for their voices to be heard among those of adults,
culture bearers, tourists, and ethnographers, and so to be represented, vis-
ible, included, empowered.

Tourism, Authenticity, and the Marketing of People and Places

An important theme in ethnomusicological and anthropological writings
on music tourism is concerned with authenticity (Urry 1990) and related
ideas like estaged authenticitye (MacCannell 1976), or post-tourism and
McDisneyization (Ritzer and Liska 1997).° Indeed, tourism,like ethnog-
raphy,is marked historically by a quest for authenticity (Cooley 1999,
39). These writings often consider the economic dimensions of tourism
and, with it, cultural and musical commoditization, where the authentic
is usually entangled with nostalgia, folklore, heritage, and exoticism. Such
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debates have circulated at times around the (mis)representations of stra-
ditionale music cultures, or folkloress manufactured-ness that can lead to
fakelores (DeWitt 1999, 6), while more recent thinking regards authentic-
ity as a discursive construct (Stokes 1999, 143...45). For example, Timothy
J. Cooley describes folk festivals in the Polish Tatra Mountains as media-
tors of a kind of <heritages that combine both preservation and invention,
history and fantasy, old and new, folklore and fakelore, authentic and spu-
rious (1999, 40, 43).

How di erence and authenticity are constructed and managed in festival
tourism is a focus shared by Marta Amico in her chapter on «The Staged
Desert: Tourist and Nomad Encounters at the Festival au Désert,» which
illustrates cultural tourism in Mali as being constructed around the mythi-
cal image of the Sahara desert and its inhabitants, the Tuaregs. The festival
has become an important means for boosting the economy nationally and
promoting a Malian place brand that is based on the imagined notion of
reconciliation with Tuaregs (see, e.g., Worley 2012). To this end, sauthentic-
itye is rigorously exploited by the Malian tourism industry in promoting the
festival as a means to journey through an authentic landscape (the desert)
and encounter its traditional peoples (the nomads), and thus to create a
«desert desires in Western tourists. Here, the desert, turbans, camels, tents,
and *Malian musice all play pivotal roles for authenticating touristse expe-
riences who willingly tap into the narratives of edesert lifee and snomad
othernesse. That these encounters are far from being authentic but con-
structed spaces and narratives is revealed through Amicoes ethnographic
insights into the careful preparation of the festival site and scenery, the
staging of international and globally known «Tuareg musice alongside more
locally based musical styles, and the musical exchanges between global and
local musics that the festival facilitates. In doing so, the festival resembles
a social space where musical preservation and innovation, authenticity and
spuriousness intersect.

Tourism at Sea: Cruise Ship Tourism and
the Fantasy Island Phenomenon

The cruise ship industry represents a paradigmatic case of globalization,
often raising questions about issues surrounding ethnic hierarchies at sea,
the fate of cruise ship-dependent ports, the fantasy island phenomenon,
or environmental issues pertaining to cruise ships and their ramita-
tions for local communities, among other themes (see also Patullo 2009;
Wood 2000). David Cashman and Philip Haywardes chapter The Golden
Fleece: Music and Cruise Ship Tourism,* contributes pivotal insights to
this theme, but with speci“c focus on the onboard experience in situations
of extreme musical commodi“cation during cruising, with the ship resem-
bling a " oating pleasure palaces that not only transits tourists between set
points, but also provides *a bounded, monopolistic touristic environmente
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that taps into the eexperience economye concept. Cashman and Haywardes
ethnographic insights reveal how music is a quintessential means during
sea days to create congenial ambiance in order to encourage consumption
of eexperience enhancementse (like gambling, dancing, or drinking) and
boost onboard revenue, especially through live music performance of vari-
ous types and levels of interaction, whereby performer...audience interac-
tion and participation play an increasingly important role in the onboard
consumption of touristic music. While much of this music is drawn from
familiar, predictable Western culture, some performances readily tap into
touristse expectations of journeying to and encountering the exotic Other,
even if presented as part of their onboard experiences. Such touristic musical
performances, which stereotypically include Caribbean bandse performing
calypso classics, Harry Belafonte and Bob Marley numbers, and tropical-
ist Western pop songs, are usually promoted as authentic extensions of the
culture from which they originate, even though in reality any sense of spe-
ci“ ¢ place and culture of origin is e aced in favor of a vague Caribbeanistic
groove and sense of sun-drenched hedonisme (in this volume).

The onboard experience of an authentic (banalized) musical Other is typ-
ically extended onshore in cruise ship...dependent port areas, like the Island
Village in Ocho Rios, North Jamaica, a market area that exists exclusively
for and because of the cruise ships that stop there, or the restricted, *safee
port areas in Tahiti, which are similarly used to stage (here, government-
approved) versions of Tahitian culture, music, and dance to their consumer
guests, and thereby promote a particular place brand around the concept
*Tahitis. Clearly, these port experiences tap into the tourism industryes
careful constructions of sislandnesse and sisland paradise,* as discussed, for
instance, in anthropological analyses of island tourism, even if these stud-
ies often lack a focus on music (e.g., Guerrén Montero 2011b). To this end,
Cashman and Haywardes study of music and cruise ship tourism provides
important insights into situations of extreme commodi“ cation that have
not only transformed some of the most secluded locations into commer-
cially viable tourist destinations, but have turned transport facilities them-
selves into hyper-commercialized locales of touristic consumption.

Festival Tourism for Rural Transformation

Festivals are events of a broadly celebratory nature that usually feature a
series of musical performances, which represent an important attraction
for music tourists in search for new musical and cultural experiences. Festi-
vals proliferated in the Northern Hemisphere since the 1960s as engineered
revivals and/or reinventions of older (rural) traditions that declined because
of industrialization and urbanization (marked by urban-to-rural mobility),
while more recently, music festivals resemble the practice of more popu-
lar cultural phenomena that encourage contemporary creativity and/or the
safeguarding of vanishing traditions, also to address economic goals like
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income generation and economic regeneration through positive cultural
transformation. Authors in the tourism part of the book all address festival
contexts to some extent, yet only few center on festivals, asking questions
about the impact of festivals culturally, socially, and economically.

John Connell and Chris Gibsones chapter, *Mobilizing Music Festivals
for Rural Transformation: Opportunities and Ambiguities,» makes a sig-
ni“ cant contribution about the opportunities and ambiguities a orded
by music festivals in the contexts of attempts to stimulate rural tour-
ism, mobility, and regional development in Australian country towns.
Regional music festivals exist around the world, as do proliferations to
celebrate individual musicians, di erent musical styles, and music instru-
ments, among other reasons. In Australia alone, eevery town and even
most small villages now host a music festival of some sorte (Connell and
Gibson in this volume), characterized by increased specialization of the
music festival scene. In turn, festivals,however small or regional,can
generate signi“cant social and economic returns for primary and second-
ary, local and supra-local bene‘ciaries, ranging from hotels and restau-
rants, stores and portable toilet hire companies, tent providers, transport
companies, and charities to lawyers, printers, furniture shops, and under-
takers, and enhance creative industries outside major cities. Festivals have
thus begun to play a critical role in epost-productiviste Australia. More
speci“cally, the Four Winds Festival near Bermagui on the south coast
of New South Wales provides a striking case in point here, a biannual
festival initially focusing on <high-quality classic and classical music,s but
gradually also featuring other, eclectic forms of musical expression, ini-
tially conceived for cultural objectives but later becoming a source for
economic development. Here, we gain detailed ethnographic insight into
the history, organization, running, and impact of the festival through the
voices of some locals and Sheila Boughen, chair of the festivalss board.
The festivales attraction for nonlocals came specitally from the branding
of Bermagui as *paradises, while locals feel attracted by the sense of com-
munity that the event facilitates, whereby the regional cuisine plays a huge
role in promoting place beyond music.

The growing emphasis on community involvement and engagement,
involving Aboriginal artists, nonpro“ t groups, and choirs (among oth-
ers) by the festival committee is particularly stressed here, a trend also
re” exive elsewhere (see, e.g., Kriger in this volume). Even so, sthis does
not thwart the criticism that such events contribute to upwardly-mobile
gentri“ cation of the place, but it does provide a more sophisticated view
of mobilities of migrants, tourists, and musicians, beyond simplistic sus
and themZ dichotomiese (Connell and Gibson in this volume). Indeed, the
success of festivals in addressing rural decay and transformation depends
on a complex web of inside and outside factors and particularities. On
balance, then, festivals provide spaces in which the commercial and «locale
intersect, where hopes and tensions, opportunities and ambiguities coexist,
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an understanding to which locally speci“c, empirical enquiry can make a
signi“ cant contribution.

Place Branding and Mega-Event Tourism

That festivals have become important events for positive transformation in
certain regions is further illustrated by research that focuses on the use of
festive time strategies for urban revitalization since the 1990s. Here, tem-
poral festive celebrations are smineds for their touristic potential to support
the practice of place-branding or city simagineeringe (Hughes 2010, 119).
These developments must be contextualized within the emergence of the
postindustrial city in the US, the UK, Australia, or elsewhere in an e ort
to tackle the aesthetic, economic, and social problems of decline so as to
make cities more attractive to entrepreneurs, tourists, and shoppers. Today,
most cities in the West actively and self-consciously engage in forms of city
image building, a trend that

evolved from the institutional and discursive changes forced upon city

administrators in the previous decade. . . . Thus cities began to jockey
for public attention. . . . The spectacular lays claim to ever larger audi-

ences in a bhid to be the worldes biggest party and the annual calendar
seems now to be saturated with an orgy of competing entertainment.
(Hughes 2010, 123...24)

The European Capital of Culture (ECOC) event provides a striking
example in this context, an initiative created by the European Union in
1985 to encourage city administrators to promote the city, its region and
characteristics, people, culture, and identity. Simone Krligerss chapter,
*Branding the City: Music Tourism and the European Capital of Cul-
ture Event,s contributes to this growing discourse with its specit focus
on the functions and impacts of mega-events for constructing the place
brand «Liverpoole so as to boost the cityss economy through music tour-
ism. Prior to 2008, Liverpool already had a relatively well-established
music tourism industry that packaged and sold sthe Beatlese as nostalgia
and heritage, enticing tourists to embark on a pilgrimage to the City of
Popes sites of musical production, performance, memory, and so forth.
Music tourism in locations like Liverpool is thus often conceptualized as
constituting a kind of sacred or ritual experience, *a modern form of mass
religione (Stokes 1999, 148). Yet in the context of Liverpool ECOC, the
city became branded under the theme *The World in One Citye in celebra-
tion of its apparent multiculturalism, which the city sought to achieve by
staging events of di ering scale, varied musical styles, and of multicul-
tural nature, thereby emphasizing both the economicand cultural objec-
tives of the ECOC event. To this end, economic objectives were ocially
underpinned by more democratic concerns with building community
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access and participation, an initiative that portrays a new urbanity that is
carnivalesque and festive. On the other hand, however, the ECOC event
also tended toward a certain place brand that re’ected and promoted (at
least at an international level) an o cial culture, as local culture did not
feature for the gazes of the world tourist.

Dance Culture, Audio Culture, and the Psychedelic Diaspora

An important, yet perhaps still overlooked theme in ethnomusicologi-
cal and anthropological writings concerns imaginary tourism and travel,
which thus far can be found in discourses surrounding World Music and
audio tourism (see earlier discussions), or house music and dance culture,
of which World Music 2.0 is also a relevant example (see Burkhalter 2012).
Here, the transitory nature of the dance music experience is understood
in terms of the temporal aspect of the musical experience as an imperma-
nent form of escapism and the concept of movement, both involving the
impermanence of place and the alteration of dance spaces. The notion of
a temporal journey is often deconstructed as a type of musical tourism,
as seeking a brief escape from reality, aéeting form of escapism that is
grounded in the safety of returning home. House music and dance cul-
ture thus contains a *nomadice aspect that positions listeners in the social
imaginary and entails movement to imaginary places, whether to mytholo-
gized spaces of shouse music origine like Chicago (Rietveld 1998) or an
idealized space of eauthentice consumption such as Ibiza (Bennett 2004),
Koh Samui, or Anjuna (Connell and Gibson 2002, 230), or Goa (St John
in this volume) as *mythologized sites of music consumption with smysti-
cal resonanceZe (Connell and Gibson 2002, 230). These scartographies of
sounds (ibid., 17...18) describe the mobile and uxXed nature of sound and
musical experiences in these musical contexts, alongside a form of travel
that takes place through listening to and participating in music without
physical movement.

It is within this context that Graham St John presents his chapter,
*Goatrance Travelers: Psychedelic Trance and Its Seasoned Progeny, with
its special focus on tribalism, Orientalism, festivals, and travelers as it is
centered on and around the Goatrance (an electronic dance music genre)
experience, and informed by the authores long-term multimodal research
conducted on psychedelic trance history, culture, and music,Psyculture.
By focusing on nomadic, psychedelic, and visionary sensibilities associated
with events related to Goatrance music, St John oers an original approach
to the notion of global and transnational music tourism and travel. Here
«diasporas acquires a new meaning. The epsychedelic diaspora,» as St John
terms it, provides a shared space for the dispersed psychedelic Goatrance
scene, and is marked by notions of counterculture, neo-nomadism, Ori-
entalism, escapism, existentialist hedonism, and translocal imagination.
Diasporism is a state of mind, a sense of sbeing-in-transit.e St John alludes
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thus to a key question in this book: Who or what is a diaspora, and what
constitutes migration?

MUSIC MIGRATION

Migration is not a new phenomenon, but it has become one of the deting
experiences of the 20th century and a key trait of globalization. Migra-
tion thus features heavily in globalization theory, if we were just to men-
tion Appaduraies (1990) sethnoscapese, which represent an early attempt to
de“ne migration as a life-enhancing and culturally relevant event. Migra-
tion is also a proli“ ¢ theme in sociology, often challenging academics to
“nd its triggers and patterns (Massey et al. 1998); political theory, where
the focus is typically on policy and human rights implications (Holli-
“eld 2004); and postcolonial and cultural studies, which often attempt to
explain the implications of migratory movements for both the collective
consciousness and the individual (Gilroy 1993). More recently, the light has
been shone on the transitions and adaptations sparked by migration and
settlement. These experiences produce new ways of existing in the world
for both individuals and groups, which are now at the heart of a thriv-
ing corpus of diasporic studies (Brubaker 2005; Tsagarousianou 2004).
Fewer texts in ethnomusicology follow the tendencies exhibited by these
disciplines. A certain delay in acknowledging the impact of migration on
music production, circulation, and its audiences,while key authors like
Alan Merriam and Bruno Nettl talked about change and transformation
already in the 1960s and 1970s, a focus on music migration only emerged
since the 1990s,has meant a slimmer but still illuminating body of work
(for collections of representative research in this area, see Clausen et al.
2009; Levi and Scheding 2010; Lornell and Rasmussen 1997; Ramnarine
2008; Raussert and Miller Jones 2009; Toynbee and Dueck 2011b; Turino
and Lea 2004). Migration has compelled ethnomusicologists to re-assess
musices role in shaping identities, but most importantly to investigate how
migration destabilizes meanings, how it racializes and hybridizes music,
how it provides a critique of authenticity and changes our understanding
of place, while also erasing the arti“cial boundary between the West and
its *Otherse. Such texts consider music to be the ideal vehicle for capturing
movement and an essential tool for asserting identity (see, e.g., Baily and
Collyer 2006; Zheng 2010). So, for example, the musics that the Chinese
listen to in the US can, according to a recent text by Su Zheng (2010), tell us
a lot about the experiences that ‘rst-generation Chinese migrants have in
comparison to subsequent generations. Similarly, studies of bhangra bring
an understanding of the way *homes is redefied and repositioned by music-
producing diasporas (Gopinath 1995). In terms of a rming or rea rming
identity through music, we now take for granted that both individual and
collective identities (the eselfe and «Otherse) are performed through music,
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which o ers us the opportunity to experience the eself-in-processe (Frith
1996, 109). At a collective level, migrating music also helps construct spaces
for the articulation of identity politics (Lipsitz 1994, 28). Music becomes
the conduit through which di  erence begins to be articulated and hybridity
begins to be accepted. This is an important shift in ethnomusicology.

Music also tells the story of shared painful experiences induced by dis-
placement (initially through colonialism and post-colonialism, more recently
by a myriad of complex factors). However, it does so through rather than
outside of existing structurese (Lipsitz 1994, 34; emphasis in the original).
Lipsitzes reference to hip-hop, but also other forms of diasporic African
music, as well as the example of bhangra (Gopinath 1995) or burger high-
life (Carl in this volume), show that musics often traverse the racial or eth-
nic divide and allow the subaltern to colonize in its turn through hybridized
forms (Radano and Bohlman 2000). This happens through established (and
yes, commercial) networks of music production, circulation, and consump-
tion. It is an example of how music can support the formation of a global
consciousness (Lipsitz 1994, 33) that dismantles the arti¢ial boundary
between Western and non-Western musical phenomena once common in
ethnomusicology (Frith 1996).

CURRENT PERSPECTIVES ON MUSIC MIGRATION

The phenomena mentioned above are produced by musics in transit, musics
that pass through and across, that move and migrate, causing important
changes, which we aim to capture in this volume. We aim to capture change
in the new geometries, the new conguration of networks and ” ows, the
translations that result in hybridization and enrichment, the adaptations
that signal new ways of branching out and making new connections. Iden-
tity is rede” ned, borders recon“gured, new spaces created. Movement and
change result thus in diasporization and re-diasporization, often experi-
enced symbolically through mental migration (see Sabry 2005), and the
new sworld ordere that rearticulates the relationship between the local and
the global, places and spaces, homeland and hostland. Diasporization is a
trigger for musical creativity. Migrants do not just take music along, like
Desert Island Discs, but they reach out, appropriating, mixing and match-
ing, and ultimately producing something anew. Migrants can therefore be
placed at the heart of musical innovation, not just appropriation or repeti-
tion (Baily and Collyer 2006, 171). In this sense, migration, the bureaucratic
and institutionalized practice of exclusion, containment, and marginaliza-
tion, is pitted against the freedom to dream, with music winning the day.
So what does this new world that emerges as a result of migratory expe-
riences look like? First of all, it exempli“es the transition from the old
nationalism theory, with its emphasis on groups, ethnos, national culture,
and borders, which produces a espiral of silencee that mutes ethnic minority
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groups and makes them largely invisible, to a theory that uses the termi-
nological arsenal of postcolonialism, diasporism, and globalization to talk
about «thirde space (Bhabha 1994), nonplaces, networks anddws (Castells
1996),% and eliquid lifes (Bauman 2005). It might be therefore useful to bor-
row Martin Stokeses term erelocationse (1994, 3) to describe the journeys
encapsulated in any musical experience that is anchored in multiple spaces,
both real and imagined” We argue that music is the means by which people
experience alterity, access the spick and mixe of identities on cer (see also
Taylores afterword in this volume), and invent new spaces of expression and
interaction that give contemporary encounters a sense of freedom, playful-
ness, and 'lidity. In this sense, any erelocatione tells the story of ‘hding
new " exible homes (through, for example, playing samba in Toronto, as
Pravazes study shows in this volume), erecting hybrid cultural spaces under
the radar of nation-state attempts to restrict and channel culture (as in Old-

“ eldes examination of bardic oral culture in the Caucasus in this volume),
or tapping into a choice of roots to construct di erent images of the past
and legitimize new musical practices that are global in nature (as Muires
research with Jewish choirs in Cape Town showcases in this volume). As
some of the following chapters show, certain genres or musical tastes can
only result from the experience of relocation (see Carl, Silverman, and
Trandafoiu in this volume).

The chapters in the migration part of the book are organized according
to the evolution of certain concepts and themes, but also in accordance to
the diasporic age of the groups studied. This chronological organization
takes the reader through the experiences of «olde diasporas (the Roma, the
Jews, the people of the Caucasus region) to arrive at more recent cases
of settlement and diasporization (the Brazilians, the Ghanaians, and the
Romanians). On this journey, we get to listen to brass, choral, and gospel
music, as well as dastansamba, folklore, and pop, in a true global experi-
ence of the mind and senses.

The following chapters often engage with a lesser-studied issue in eth-
nomusicology: the role of music in creating and expressing a new diasporic
re” exivity as a result of migration. This re” exive diasporic condition is an
edi“ ce built in various stages. Firstly, it is built through imagining and pre-
paring the migratory act. Pre-migrants acquire a migratory state of mind
and basic language skills, start to tap into transnational and diasporic net-
works of support, and most importantly begin to inhabit symbolically the
hostland, and embody and act out their new identities (Culic 2010). This
is often achieved through symbolic emigration supported by music (con-
sumed, appropriated, owned). Secondly, it is built through the engagement
with diasporic structures en route and at destination, and by gaining the
ability to participate in micropolitical debate and action (often through
mobile technologies) designed to improve the success of the migratory proj-
ect (Castells et al. 2007; Trandafoiu 2013). Thirdly, it is built through the
growth in the number of itinerant migrants, capable to move from one
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country to another, who display the ability to rationalize their losses and
gains, and deploy appropriate strategies to maximize the latter. Finally,
it is built through the return/s to the homeland that help the circulation

of the acquired transnational capital and reapplied diasporic re'exivity.
Again, music can be the conduit for expressing these various stages of the
migratory project, often through the musical choices made and the tastes
displayed. These journeys allow migrants to become diasporans by per-
forming the diasporic condition. This performance takes place within mul-
tiple transnational spaces: DJs playing Gypsy music in dance clubs all over
the world, American musicals encountering Jewish congregations in Cape
Town, burger and gospel highlife transiting between Ghana and Germany,
Brazilian samba creating new musical spaces in Canada, or Romanians
consuming turbo folk online from lItaly.

The chapters included here exemplify the freedom to re-elaborate
music, which results from migration and diasporization. For example, the
construction of the sfantasy Gypsye through the appropriation and con-
sumption of Balkan music (Silverman); the shifting symbolic geographies
expressed in the music of South African Jews, between invented tradition
and global cosmopolitanism (Muir); the role of music and oral narratives in
the creation of transborder " exible communities in the Caucasus (Old‘eld);
the establishment of new social imaginaries and thus musical genres by
Ghanaians in Germany (Carl); the reterritorialization of samba and the cre-
ation of new diasporic audiotopias by non-Brazilians in Toronto (Pravaz);
Romanian migrants in Italy, Spain, and the United Kingdom re”ecting on
their diasporic condition through a dialogical critique of both tradition and
modernity (Trandafoiu). All of these contributions bring new perspectives
on music migration, which deserve a closer look.

Music Appropriation, Authenticity, and Auto-Exoticization

The formation of new music geometries and the phenomenon of diasporiza-
tion are both re” ected in Carol Silvermanss chapter, *Global Balkan Gypsy
Music: Issues of Migration, Appropriation, and Representation,* via the
theme of music appropriation. As more non-Roma play, consume, or appro-
priate Gypsy music, the Roma are displaced from musical sownershipe (a
di cult concept anyway, in the case of an oral-based culture growing out
of a multicultural and multimusical environment). The Roma su er mul-
tiple diasporizations in their transit from India to Europe and from Europe
onto the world stage, a journey during which the «fantasy Gypsye is con-
structed and reproduced. Gypsy music is displaced, hybridized, and resold
as eauthentice since in typical globalization style, the paradoxical shift from
eauthenticity-as-pure to authenticity-as-hybride (Taylor 2007, 143... 44) takes
place. The Roma lose control over their historical and cultural narratives,
and their identity begins to be brokered by others, as their music is appro-
priated by known musicians, Western impresarios, and dance club DJs. The
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music of Balkan brass bands and the marketing strategies that aim to bring
this music to global audiences prove that even the Roma have come to inter-
nalize historical stereotypes,in a process of auto-exoticization, driven by
branding, hybridization, and appropriation. Silverman warns that although
an eaura of equalitys surrounds such exhibition, music appropriation does
not provide an adequate answer to discrimination, nor is it proof of democ-
ratization. As a result, both sanxiouse and ecelebratorye narratives of World
Music appropriation need to be critically interrogated. This can be achieved
by focusing on the new power relations exhibited by migrating musics.

In their introduction to Music and the Racial Imagination, Radano
and Bohlman (2000) address one relative absence in ethnomusicology:
the impact of the eracial imaginations on music. Although Silverman does
not dwell at length on the importance of racial di erences, these are still
inferred in the way she describes the marketization of Gypsy brass bands.
Radano and Bohlman talk about the eideological constructions of dif-
ference associated with body type and colore (2000, 5), an idea strongly
purported by cultural theorist Stuart Hall (1997), which they observe in
the American context, and we can also see at work in the way the Gypsy
body is constructed and performed on stage at various European festivals,
according to Silverman. Racial di erences also seep into the way rhythmi-
cal patterns are perceived, for example, through what Radano and Bohl-
man call a process of racialization. When Gypsy music migrates, musical
continuity is challenged and sonic meanings are rearticulated and rewritten
from the point of view of those who appropriate it, as Silverman describes
with reference in particular to Goran Bregovi .

Tradition and Modernity: Overlapping Symbolic Geographies

For Jews in South Africa, the past also lends itself to partial appropriations
and re-elaborations. According to Stephen Muires chapter, From th&htetl
to the Gardens and Beyond: Identity and Symbolic Geography in Cape
Townes Synagogue Choirs,* the choral musical repertoire is key to the strat-
egy of recruiting new church members into Cape Townes Jewish synagogues.
This is accomplished though simultaneously remembering and forgetting,
reworking and repositioning collective memories, but also inventing tradi-
tions that echo global trends (Hobsbawm and Ranger 1983), whereby the
«old « and the *newe become redafed by migration (see also Reyes 1999).
The Jews of Cape Town use elements of identity and heritage to engage with
global phenomena, and they negotiate both tradition and modernity in a
game of identity politics. The result is a complex kaleidoscope of overlap-
ping symbolic geographies (inhabited according to circumstance) that sees
the neo-Hasidic, the reinvented Lithuanian, and the global coexisting side
by side. A similar phenomenon is described by Trandafoiu (in this volume),
who analyzes the identity negotiations of the Romanian diaspora, between
tradition and modernity, among various models now available in the global
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identity market. Yet while the Romanian diaspora still tries to come to
terms with Westernization, Jewish communities in South Africa are in dia-
logue with a global repertoire that comprises both music that is described as
traditionally Jewish but still global in its geographical spread and music that
belongs to the phenomenon of Americanization and globalization through
popular culture tropes. In both examples, straditions and sauthenticitys are
interrogated as a result of diasporization and multiple positionings.

Muirss chapter also engages with the way memory is negotiated, which
can di er from group to group and from generation to generation, a focus
shared with previous, seminal research on music, collective history, and
memory (e.g., Bohiman 2002, 2008; Shelemay 1998, 2006). Another
recent study on the way memories of migration and displacement are
re” ected focuses on Irish-English rock music, with particular reference to
The Smiths, and describes the way music can convey the image of a home
imagined in the abstract, a life lived between spaces, between two cultures
in tension, that create in second-generation Irish in England the trope of
ambivalences (Campbell 2010, 95). Muires research reveals an equally inter-
esting appropriation or rejection of the past based on the need to reconcile
ambivalence. Jews in South Africa use their musical repertoire to strategi-
cally silence, reduce, or emphasize certain memories and cultural dia-
tions. This phenomenon shows that communities are no longer defied by
the doubleness of departure and arrival, but express atiid network with
multiple anchorings (a suggestion also made by Kiwan and Meinhof 2011,
1), geography bypassed by tid music imaginaries that articulate +a state
of mind rather than a speci“c locales (Manuel 1997/1998, 31). Instead of
focusing on eorigin,» the homeland from which diaspora was dispersed, it is
important to recognize that sthe connections between the soutlyingZ points
of the diaspora are as important, or more so, than the connections between
the outliers and the origine (Wade 2008, 41). So, for example, as Muires
chapter explains, the musical repertoire of Cape Townes Jewish synagogues
may be determined to a certain extent by a remotely remembered European
past, but ultimately the key determinant is the contemporary repertoire of
Jewish choirs around the world and the desire to tap into the global popu-
lar culture matrix.

Escaping the Predicament of the sImagined Communitye

The chapters mentioned above propose new examples of being in the
world, away from the impositions of nation-state cultural politics. Anna
Old“ eldes chapter, *Reimagining the Caucasus: Music and Community in
the Azerbaijani A $q Tradition,» provides a further critique of staple con-
cepts of nationalism theory (notably Anderson 1983) that privilege the
grand narratives of nation-state creationism. The author proposes instead
a reevaluation of local hybridized identities, as expressed by §qg bards

in the Caucasus region. Like previous chapters, the research here speaks
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compellingly about the " uid and adaptable nature of Azerbaijani identities
forged within multicultural areas under and after the Soviet occupation.
The symbolic geographies of the simagined communitye portrayed here are
rooted in the geographies of vernacular musical practices, through which
standardization and interchangeability are being rejected in favor of the
small and the unique. This process helps ensure a culture of resistance in
the face of historical events that bring cultural earthquakes and long transi-
tion periods (e.g., Soviet occupation and communist values, the fall of the
Soviet Union and commercialization, among the most signitant). It also
ensures survival and adaptability, since the music is rooted in local com-
munities of musical practice and dissemination. Old“eldes chapter proposes
the local as the site of complex negotiations between the old and the new,
oral and commodi“ ed cultures, gender roles and power, cultural and iden-
tity politics.

Like the work of St John, Pravaz, or Trandafoiu in this volume, Old-
“eldes chapter also engages with the complexity of diasporic experiences
in (in this case) an ethnically scomplicateds region of the world. As has
been argued before, sethnicitye, smobilitye, or edisplacemente are *not su
cient parameters to allow us to make sense of diasporic phenomena and to
retain the critical edge of the concepte (Tsagarousianou 2004, 64). Instead,
«the concept of diaspora inhabits the stransnationalZ and refers to com-
plex multidirectional ” ows of human beings, ideas, products,cultural and
physical and to forms of interaction, negotiation and exchange, processes
of acculturation and cultural creativity, webs of exclusion and struggles
to overcome ite (ibid.). In this view, «diasporass make the transition from
groups de“ned by ethnicity, protective of boundaries, and perpetually
locked into a world system of nation-states and national cultures, to groups
set apart by transformation, interactivity, and claim staking. The bards and
the dastansthat Old“ eld vividly evokes in her chapter are a clear illustra-
tion of this important shift that subverts (but not dismantles) the nation-
state system.

Music as Cosmopolitan Accumulation

Florian Carles chapter, *From Burger Highlife to Gospel Highlife: Music,
Migration, and the Ghanaian Diaspora,* describes how capital accumula-
tion (* nancial, symbolic, and above all cosmopolitan) through migration
has produced important social shifts that tell the story of well-being and
empowerment, expressed particularly in the lifestyle, gospel worship, and
the aesthetic of liveliness performed within the space of the Pentecostal-
Charismatic Churches. This chapter builds on the theory of music sreposi-
tioninge (Stokes 1994), but with reference to the multiple social imaginaries
associated with black music (Gilroy 1993). As Carl compellingly explains,
both gospel and burger highlife have emerged as a result of musical style
negotiations produced by the emergence of new diasporic identities, as well
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as changes in the social status of Ghanaians living in Germany. Music in
the diaspora, often blending older forms of guitar-band highlife and newer
styles of synthesized pop, becomes the conduit for expressing diasporic
experiences and communicating a diasporic estate of mindes. Through
burger highlife, Ghanaians in Germany aim to participate in the world as
cosmopolitans, displaying thus the post-globalization experience of being,
which encompasses various types of capital accumulated through transit
and migration. At the same time, gospel highlife anchors diasporic and reli-
gious experiences and provides a means of empowerment (Dueck 2011).

Meanwhile, in an article explaining the evolution of bhangra music in
Britain, Gopinath observes that any musical genre evolving as a result of
diasporic experiences, «displaces the *homeZ country from its privileged
position as originary site and redeploys it as but one of many diasporic
locationse (1995, 304). Carles chapter similarly describes how the diasporic
experiences of Ghanaians in Germany produce new styles of music deéd
not only by African memories, but primarily by the experience of the transit
and settlement into a new home. The homeland that is recalled, therefore,
in music is a mythical home imbued with diasporic re”ection. Similarly,
Trandafoiuss research (in this volume) reveals the emergence of a new
diasporic imagination that frames musical choices. By moving diasporic
groups and their musical practices at the core of contemporary experiences,
the contributions in this volume avoid thus the fetishization of marginality
(as described by Connell and Gibson 2004, 354).

Reterritorializing Music

Older diasporic theories spoke of separation, deterritorialization, and alien-
ation. However, as Carlss research has shown, music migration does not need
to lead to distancing and isolation. Rather than talking about deterritorial-
ization (with its negative connotations), it is more useful to look at processes
of reterritorialization that lead to the emergence of new diasporic music-
scapes or audiotopias. Natasha Pravazes chapter, sTransnational Samba and
the Construction of Diasporic Musicscapes,» shows how these musicscapes
are actualized through symbolic or physical connections to real or imag-
ined homelands. Pravaz describes such strategies of homing and re-homing
through music by exploring samba ensembles in Toronto. Her chapter inter-
rogates what shomes means, and she redaés our understanding of diaspora
to include those who feel an a nity with Brazilianness, though they may be
born in Canada or elsewhere. As she points out, once lifted from the original
home, samba decouples itself from the constricting worship of tradition, and
North American samba ensembles open the door to cosmopolitan encounters
of re-homing. Her research thus describes new ways of socialization through
music and renationalization at a distance. In this sense, her work recalls the
concept of smental migrations (Sabry 2005), which here subverts the much
talked about issue of sauthenticitys in music by proposing a fresh look at the
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relationship between the local and the global, and the way they are imagined
through musical appropriation and performance.

Pravazes chapter also seems to suggest that we can rewrite the de“nition
of diasporas to encompass *memberse for whom identity and belonging are
a matter of selection. In this sense, long-term settlement, over generations,
is not a requirement anymore. Dispersion because of poverty, war, or dis-
crimination is not a necessary prerequisite. The continuous attachment to
the homeland is a choice in a world de‘hed by the ready availability of iden-
tities to be appropriated and performed?® What counts is the ability to build
a (diasporic) identity, which is a esociopolitical process, involving dialogue,
negotiation and debate as to swho we areZ and, moreover, what it means to
be swho we areZ« (Tsagarousianou 2004, 60). While it is generally true that
the «frees movement of people and musics tends to be stightly channelled
and controllede (Toynbee and Dueck 2011a, 5) by the political economy,
Pravazes research proves that there are now new ways of escaping the tra-
ditional channeling of musical practices. There are now new opportunities
for cosmopolitan accumulation, reterritorialization, or re-homing, often
aided by new technologies, new opportunities to travel, and new spaces
of interaction and experience. Will the new opportunities, the new spaces,
and the new practices lead to the establishment of a new cosmopolitan
vision? Can music make us more understanding of the «Others? The implicit
answers that Pravazes chapter gives are indeed amative.

Re-Homing

In the introduction to a special issue on music published by theDiaspora
journal, Mark Slobin places music at the center of diasporic experiences,
which get to the heart of what it means to live a multifocal lifes (1994,
245). Trandafoiues chapter, sMusic in Cyberspace. Transitions, Translations,
and Adaptations on Romanian Diasporic Websites,* provides the opportu-
nity to document the role music plays in the problematic re-elaboration of
Romanianness, conducted from a diasporic position. The chapter describes
how Romanian diasporans elaborate a critique of enational cultures and
enational tastes, and begin to elaborate a new spirituaHeimat anchored in
the liquidity of migratory experiences through the consumption of a diverse
musical repertoire that includes folklore, rock, and pop, from Romania and
elsewhere. Romanians therefore use music as the conduit that helps them
elaborate an identity discourse to express their diasporic condition and
newly acquired cosmopolitan tastes. Diasporic musical tastes thus exem-
plify a symbolic decoupling from national/homeland culture and the emer-
gence of new spaces of regctions on the diasporic condition. Once more,
the issue of Westernization or re-elaboration for a global market appears,
and once more it helps interrogate eauthenticitys claims. The example of
maneleor turbo folk, the postcommunist Balkan-based genre already born
as a hybrid and transnational o ering is thus a valid object of investigation.
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This genre undermines from the onset the classic understanding of tra-
ditional national culture, but it lacks the relabeling resources that would
make it an eexotice enough proposal in the sworld musice market (see Taylor
2007). Manele becomes thus an interesting point of contention for modern-
izers and traditionalists alike.

Mark Slobin (2012) has recently provided a comprehensive historical jour-
ney of the term «diasporae in ethnomusicology that culminates with a recent
de“nition, which describes diaspora as an analytical category, a type of
awareness, and a vehicle for oppositional politics (Zheng 2010; also cited in
Slobin 2012). Zheng, supported by Slobin, thus adds some interesting quali-
“ cations, mainly the importance of diasporic awareness and also political
re” exivity, which echo Tsagarousianou, to a certain extent, and also Rogers
Brubaker (2005). Brubaker also saw the diaspora as *a category of practices,
one that makes sclaimss, earticulates projectse, and mobilizes (2005, 12). It is
within this context of a clear recent shift of the term ediasporae and its theo-
retical arsenal that Trandafoiuss chapter aims to focus on the new diasporic
condition that might give us a better understanding of the way music travels,
adapts, is translated, and begins to defie processes of reéxivity, identity
mobilization, and exchange through music migration.

The Technological Articulation of Migratory Music Experiences

Finally, we could not talk about contemporary migratory experiences with-
out also observing that technology increasingly emerges as a key mediator
of migratory phenomena. Returning to Muires research (in this volume), he
illustrates that the success of maintaining straditionse lies not just in plug-
ging relevant or sinventeds aspects of tradition into the global matrix, but
also deploying social networking as a means of re-socializing people back
into the traditional community. For Carl, meanwhile, the sounds of burger
highlife are de“ned by modern technology, as sound technology mediates
everyday experiences. Furthermore, the migratory consumption of music
naturally moves online, with its ready availability and rich o ering. The
diasporanse access to technology becomes thus central for constituting a
social imaginary of the migrant group. A similar experience is replicated by
the Romanian diaspora, as Trandafoiu points out, where diasporic websites
enable a re’exive conversation on the nature of migratory experiences and
the relevance of maintaining (or not) the umbilical cord of the homeland.

MUSICAL IDENTITIES AND TOURISMS IN TRANSIT

This collection of essays traces the particularities of music migration and
tourism in di erent global settings and provides current, even new, per-
spectives for ethnomusicological research on globalizing musics in tran-
sit. The dual focus on tourism and migration is central to debates on
globalization, and their examination,separately or combined,0 ers a
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useful lens on many key questions about where globalization is taking
us: questions about identity and heritage, commoditization, historical
and cultural representation, hybridity, authenticity and ownership, neo-
liberalism, inequality, diasporization, the relocation of allegiances, and
more. In this respect, Musics in Transitrepresents a unique contribu-
tion to the “ eld of music and globalization. For the “rst time, these two
key phenomena,tourism and migration,are studied conjointly, as well

as interdisciplinary, in order to derive both parallels and contrasts. This
approach allows us to study and con“gure for the “rst time in relation to
music the new "uid spaces that take shape as people and musics travel,
migrate and transit, as well as the new conurations sparked by the new
networks of interactions.

In doing so, this collection illustrates a range of di erent, heterogeneous
forms of travel,music tourisms and migrations,as these occur indi  er-
ent cultural and sociopolitical contexts. One emergent theme here concerns
peopless multiple and various identities as these are constantly negotiated,
reinforced, subverted, and renegotiated in current touristic and migratory
contexts. Timothy D. Taylores afterword provides an understanding of our
fascination with identity, stemming, to a certain extent, from the ability we
have to choose, construct, consume, and even perfect identities. As Taylor
observes, the contributions in this volume examine both instances of com-
monality and divisiveness through identity, but above all they comment on
the power identity has to liberate us, through change, from the “xities of
inherited structures.

Meanwhile, an important issue not yet elaborated concerns the meth-
ods of research used for studying music tourisms and migrations. Cap-
turing musics in transit is an endeavor that poses certain methodological
challenges, all the more so since recent approaches to the study of world
musics place equal value on real or imagined, face-to-face or virtual/
symbolic musical encounters (White 2012, 11). It is perhaps safe to say
that ethnography alone no longer su ces for studying and understand-
ing musics in transit under post-global conditions. Historical research
alongside ethnography can serve as the methodological tools of choice in
this case, yet these may also be complemented by cartography, semiotic
analysis, performer-observations, statistical analysis, virtual observation,
and social media monitoring, in short, multimodal research, as is demon-
strated in this collection. Multimodal ethnomusicological enquiry would
suit us well in studying musics in situations of local and global, micro
and macro scale. In this process, some authors adopt unique positions as
ethnographer/tourist and ethnographer/migrant; the doubling of those in
situ, who are both tourist and researcher, migrant and researcher, gives
the research a certain, even useful advantage in that it provides context
and entry into a reality that is often fraught with discrepancies. These
multiple approaches and roles allow the ethnomusicological researcher
to capture phenomena that are symbolic, virtual, or of the minde, and
thus of signi“ cant relevance to musics in transit. The mobile, the &eting,
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the dynamic, the imagined all play an equal part, together with the his-
torical, the durable, or the recurrent.

The musics and musical practices analyzed here can be described as
eaccenteds, to use a term originally applied to diasporic fm (Na“ cy 2001).
In other words, they are de“ned and brought together by the experience of
movement, transit, or displacement, by their multiple anchorings in vari-
ous and variable geographies, real or imagined. Moreover, the phenom-
ena exempli“ed here, while unbounded, are not decontextualized; they
speak of replacement and repositioning, rather than displacement. Today,
the musics that fall between genres, spaces, and ethnicities are equite
deliberately and self-consciously about transgressing traditionally defied
borders and about creating new artistic and cultural spacese (Hernandez
Pacini 2003, 30), and are therefore self-referential, strategic, and rexive.
Identity, history, and cultural politics still matter, but they are constantly
being reassessed through the lens of new cosmopolitan experiences. The
contributions present in this volume thus provide a rich exempli“cation
of how all forms of musical culture are becoming transnational under
post-global conditions, sustained by both global markets and musics in
transit, and to which both tourists and diasporic cosmopolitans make an
important contribution.

NOTES

1. The fact that migration and tourism may exist side by side in some contexts
is shown in this book, yet this area of inquiry is still critically absent in eth-
nomusicological discourses.

2. An updated version of the paper cited here was published in 2010, featuring
some of the blog discussions on Charlie Gillettes former site that appeared in
response to Keith Howardes 2009 lecture (see Howard 2010).

3. The conference was organized and hosted by coeditor Simone Kriger on
the theme of *Music, Culture and Globalisations, where the idea for this
edited collection was conceived. See http://www.bfe.org.uk/resources/
DelegateHandbook$2428FINAL$2429.pdf (accessed March 16, 2013).

4. For instance, tourism creates a positive multiplier e ect on economic growth
via the creation of employment, enhancement of education and professional-
ism, heightened public pride, public revenue, foreign direct investment, for-
eign exchange earnings, and so forth. International tourism thus provides a
powerful stimulus for economic development in the tourist-receiving country
so that international tourism is regarded to be a top priority for governmentse
policy making worldwide (World Travel and Tourism Council 2013) and
has grown to become one of the worldes largest industries (World Tourism
Organization 2013). Meanwhile, tourism also brings about a range of social
bene“ts for local communities, for example, improvements in education,
libraries, and health and social spaces, such as Internet cafés.

5. See also Cohen and Roberts (in this volume) for a useful overview of litera-
tures on music tourism and authenticity.

6. Or the shift from sspace of places to space of dbwse, according to Castells
(1996).
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7. Which Stokes himself derives from Giddens.
8. We are, of course, using here the criteria of «classice diasporas (see Cohen
2008; Cli ord 1994; Safran 1991).
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1 Heritage Rocks!

Mapping Spaces of
Popular Music Tourism

Sara Cohen and Les Roberts

The online blog of the UK travel company Thompson Holidays includes
an interactive map entitled *How Music Travels: The Evolution of Western
Dance Musice (Khan 2011). The map features styles of electronic dance
music and draws on information from Wikipedia and other sources to
show when and where these styles emerged and how they interacted and
developed. The blog is headed by the following statement:

Music tourism (visiting a city or town to see a gig or festival) is on the
rise. But why stop at gigs and festivals? Why not visit the birthplace
of your favourite genre and follow the actual journey various music
genres have taken as one style developed into another. (Khan 2011)

Comments posted on the blog show that the map prompted discussion and
debate, but it also provided a marketing device for the company, which has
specialized in package holidays to Ibiza and other Mediterranean locations
targeted at young adults. The map suggests that music is a perfect example
of a global traveling cultures (Cli ord 1992), and that one of the UKes
leading travel companies has recognized the commercial appeal of map-
ping the "ows, routes, and mobilities of popular music cultures, which is
testament to the growing importance attached to music geographies and
emusicscapestwhether locally, nationally, or, as with the Thompson exam-
ple, as a feature of global and transnational tourism mobilities.

Drawing on the twofold mobilities tied up with the recognition that speo-
ple tour cultures; and that cultures and objects themselves travels (Rojek and
Urry 1997, 1), the Thompson map provides a salient point of entry into the
subject of music and tourism not just on account of its making explicit the
ties between popular musicscapes and the tourism industry. More impor-
tantly for the purposes of this chapter, its signi“cance also lies in the fact
that these ties are presented in the form of a maprhis chapter explores the
relationship between popular music, place, and tourism through a focus
on maps, which, in their di erent ways, mark sites of UK popular music
heritage. The maps that we discuss were produced or planned by businesses
and organizations concerned with music, heritage, and tourism in the UK,
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and were referred to or discussed during interviews we conducted in 2011
with some of the people involved. These interviews were conducted as part
of an ongoing international and collaborative research project on popular
music heritage, cultural memory, and cultural identity.2

Using the maps to explore broader issues surrounding popular music
heritage in the UK, methodologically and critically our attention is drawn
to the ways in which maps edoe di erent things, and work or sperforme
in di erent ways (Wood 2012). In particular, we discuss how maps work
and function across various discursive and institutional contexts; perform
di erent notions of music, place, and heritage; and oer di erent forms of
spatial engagement. Insofar as they conform to a loosely defed spatial
logic, and in terms of the trajectory of our analysis, the maps we discuss
are compared and contrasted according to the degree to which they enable
users to *zoom ine to signi‘cant aspects of ethnographic or cartographic
detail. Re”ecting on this, we consider how the maps might contribute to or
inhibit “ ne-grained understandings of music, tourism, and place. Therst
of the chapteres three sections focuses on scials maps that are interactive
but designed largely for symbolic and place-branding purposes rather than
to provide users with much detail of particular musical sites and locali-
ties (whether regions, cities, or neighborhoods). The second section dis-
cusses more localized maps of popular music heritage. It begins with maps
designed to be not just interactive but used in situ, and as part of journeys
around, and experiences of, the various sites involved. It then moves on to
consider maps created by users that chart vernacular spaces of memory,
lived and everyday musical pathways, and which exemplify what we have
elsewhere described as heritage-as-praxise (Roberts and Cohen 2012). The
third and “ nal section of the chapter draws together some of the threads of
discussion and re’ects on the role and signi‘tance of maps for research on
music, place, and tourism.

BRITAIN ROCKS! MUSIC, TOURISM,
AND PLACE MARKETING

Music tourism is de“ ned in various ways and related to a broad range of
music practices. It is nevertheless commonly associated with visits to live
music performance events, such as concerts, festivals, and carnivals, or to
sites of music heritage, such as places associated with well-known musi-
cians and music scenes and sounds. These events and sites have been stud-
ied in various parts of the world and across many academic disciplines,
and they involve diverse music genres and styles, including classical art
musics and traditional, folk, and world musics. The focus here is on Anglo-
American popular music and tourism and heritage in the UK. Over the past
three decades, o cial and commercial interests in popular music heritage
and tourism has grown in the UK and beyond, evident in the proliferation
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of monuments and plaque schemes, tours and trails, maps and museums
connected to a broad range of styles, from jazz to techno (Gibson and Con-
nell 2005; Cohen 2012b; Roberts and Cohen 2012). European rock and
pop museums, for example, include the Beatles Story museum in Liverpool,
the ill-fated National Centre for Popular Music in She eld, and the more
recent British Music Experience (BME) in London, as well as the museum
Rockart in Hoek Van Holland, the Irish Music Hall of Fame in Dublin, the
Rockheim museum in Trondheim, and the Beatles museum in Hamburg.
Similar initiatives have emerged in places that are not so widely known for
popular music, such as the small coastal town of Karvana, now o cially
branded «the rock capital of Bulgarias.

This turn to popular music heritage has been prompted by various devel-
opments, including the marketing of popular music history and nostalgia
by the music industries as a response to a decline in record sales from the
mid-1980s, and the use of culture and the cultural or creative industries
as a tool for remodeling cities and regions as part of a wider process of
restructuring, governed by the politics and economics of neoliberalisni. |t
has involved, among other things, the development of cultural tourism and
the use of cultural heritage for place marketing and urban regeneration,
and it is illustrated in this “ rst section of the chapter by two examples of
0 ciale cartographies and discourses of popular music as national heri-
tage: a 2007 tourist marketing campaign conducted by Visit Britain, and
the BME, an interactive museum of popular music heritage that opened in
London in 2009.

Visit Britain

Over the last two decades, Visit Britain, a government-funded national tour-
ism agency, has established a reputation as a leading player idmM-related
tourist marketing initiatives, working alongside major “ Im companies to
exploit the iconographic potential of UK “ Im locations. These locations are
promoted in Britain and overseas through the publication of movie maps,
web-based marketing campaigns, and related tie-in products designed to
market Britain as a visitor attraction, as well as the “Ims in which these
locations are represented (Roberts 2010, 2012a). Over recent years, simi-
lar initiatives have sought to exploit the economic potential of music-related
tourism, such as the British Tourist Authorityss music tourism guide *One
Nation Under a Groove: The Rock & Pop Map of Britain.e This free pocket-
size map unfolded into a poster featuring Britain in the shape of an electric
guitar and nearby Ireland as an ampli“er. It was launched by a government
minister at Madam Tussaudes Rock Circus in London in 1998. It was part
of the so-called Cool Britannia marketing initiative of a new Labour govern-
ment keen to develop sthe creative industriese for the purposes of national
economic development, and to associate itself and the nation with images of
vibrant, youthful, commercially successful creativity.*
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Visit Britain also produced printed and online maps featuring a selection
of sites marking Britaines rock music heritage as part of the more recent mar-
keting campaigns Britain Rocks! and England Rocks! (2007). These maps
were produced in collaboration with the British music company EMI and
incorporated information on British artists, highlighting places linked to
those artists. The England Rocks! campaign, for example, was aimed at
achieving maximum impact within a speci“ed timeframe but also involved
an online interactive map of *Englishe music landmarks that could be
accessed via Enjoy Englandes website until 2011. Users were presented with
a pale green map of England surrounded by blue, and featuring colorful
dots to mark locations across the various regions. The map was positioned
against a backdrop that had been designed to look like an urban brick wall,
which was adorned with gra ti and colorful posters, featuring information
about the musical landmarks of various cities and regions marked on the
map. Clicking on some of these sites enabled access to a larger poster that
provided a list of relevant facts and information. Across the top of the map
was the map logo with the words <England Rocks!e picked out in red, white,
and blue using a font similar to that associated with British mod culture of
the 1960s and 1970s and the rock band The Who, and a white plectrum fea-
turing the Enjoy England logo in red. Underneath was a banner proclaiming
eFrom the Animals to the Zutons and every place in between.e

The director of marketing at Visit Britain showed us a series of anno-
tated sketches that had been produced by the marketing company hired to
design the map. They featured various black ink doodles created during the
initial brainstorming exercise, and illustrating e orts to come up with a
logo (or sscampse) using generic items of rock and pop iconography. On the
notes, these images were supplemented by scribbled phrases such as scoat of
armse, *heritage of rocke, *band typefacese, sresonates across all target audi-
encese. The words surbane and «distresseds also appeared, suggesting, along
with the brick wall, an e ort to relate English music heritage to notions
of sthe streete as opposed to the museum. There was also a list of decades
and associated artists that could provide a semiotic trigger to evoke them:
1950s,Cli  R[ichard], 1960s,Stones/Beatles, 1970s,Queen, 1980s,,

Joy Division, 1990s,Robbie [Williams].e In view of the range of perform-
ers that could have been chosen, it is a somewhat arbitrary selection that
re” ected the personal tastes and memories of the marketing stanvolved.
As we have discussed elsewhere (Roberts and Cohen 2012), the irénce,
habitus, and personal background of those motivated to establish forms of
popular music heritage, or lobby for their =0 ciale recognition, plays an
in” uential role in shaping dominant ideas of what music is categorized as
heritage, and whose memories and identities are represented.

When we interviewed the marketing director of Visit Britain about the
England Rocks! and Britain Rocks! campaign and maps, he referred to the
National Brand Index, ® which showed that a high percentage of international
audiences associated the UK with music (telephone interview with Lawrence
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Bresh, conducted by Les Roberts, March 25, 2011). The director explained
that the maps were primarily a PR exercise aimed at rebranding Britain as an
exciting country with a rich and diverse music heritage *from heavy metal to
pop and everything in between.:The maps were thus intended to be broad in
their coverage but the emphasis was, the director continued, on performers that
*have stood the test of time, bands that have had a huge following rather than
more ephemeral pop acts,» and on tangible sites, such as plaques erected as a
tribute to particular performers and places that could be visited. This involved
sites largely associated with white, male, rock musicians; hence, the map pro-
moted an image of England and Englishness that strikes a somewhat dissonant
chord with a sense of national cultural identity that re” ects the social, cultural,
and ethnic diversity of Englandes popular music heritage. The marketing team
at Visit Britain compiled an initial list of music landmarks and edited it down

to provide a short list of locations that were, in the “ rst instance, conducive to
sightseeing, touristic consumption practices, and the exploitation of established
tourism and heritage resources. They included locations represented through
songs, album covers, and existing tourist attractions, such as museum exhibits.
London and Liverpool featured prominently on both maps, partly because of
their density of music tourism sites, their appeal to overseas visitors, and the
fact that the maps were produced in association with regional and national
music tour operators, as well as EMI. Other familiar visitor attractions fea-
tured on the maps included Ely Cathedral, which appears on the cover of Pink
Floydes 1994 progressive rock albumThe Division Bell, and Hat“ eld House, a
stately home where the post-punk band Adam and the Ants fmed their «Stand
and Delivers video (Liverpool 08 2007).

The hard copy and online versions of the England Rocks! map were
distributed widely. One BBC radio program promoted the maps as *web-
site of the weeke, while the British tabloid newspaper theSun declared:
*This week, tourism bosses launch England Rocks!, a campaign showing
how you can discover our rich musical heritage on holidays $un 2007).
According to Visit Britain, the maps were successful in boosting domestic
or national tourism, and in generating interest from Europe, parts of Asia,
and particularly the US. According to the New York Times:

Everyone knows that Jim Morrisones grave is in Paris, but who knew
that Dusty Spring“ eldes grave, above right, is in Henley-on-Thames or
that the grave of the former Rolling Stone Brian Jones, above left, is
in Cheltenham? Now, thanks to a free downloadable England Rocks
map . . . music fans can learn everything there is to know about more
than 100 English sites associated with rock ene roll and then make a
pilgrimage that goes far beyond the average visit to the Abbey Road
Studios. (2007)

England Rocks! thus had an instrumental function as a tourist marketing
tool but was also a publicly accessible resource that provided information
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about popular music heritage. It did so on a very selective basis, however,
and by shaping and reinforcing a dominant historical narrative about Eng-
lish popular music that was largely based around white, male, rock music,
and deemed likely to have widespread and international appeal in terms of
potential tourist consumption patterns and mobilities.

British Music Experience

The BME provides the second example of an <o ciale cartography and dis-
course of popular music heritage. It is a permanent exhibition dedicated
to the history of popular music in Britain that opened in 2009 as part
of Londones O2 complex. Situated on the Greenwich Peninsula in south-
east London, the O2 is a commercial development made up of restaurants
and bars; the music and performance venue, the O2 Arena; and the O2
Bubble, an exhibition space that houses the BME. The US-owned global
live sports and entertainment company AEG provided the initial funding,
but the exhibition is administered as a charitable foundation and managed
by an independent board of trustees chaired by the music promoter Har-
vey Goldsmith. It is also sponsored by several major corporations, includ-
ing two world-leading music instrument and technology manufacturers,
the Performing Right Society of Great Britain and BBC Worldwide, which
disseminates BBC content nationally and internationally via magazines,
DVDs, live events, and merchandise. The BME website describes the exhi-
bition as «Britaines only interactive museum of popular musice (BME 2012a)
and invites visitors to erelive the glorious history of British popular musice
(BME 2012b), while its curator states, *The emphasis is on experience, not
museume (Hayes 2009).

The experience, which we visited in February and October 2011,
begins and ends in the BME shop. From here, visitors are directed toward
the main exhibition space and an introduction from the broadcaster
Lauren Laverne, who, projected onto a huge screen (the rst of many
screen interactive experiences), extends a welcome and provides instruc-
tions on the use of the Smarticket, which, as the BME website points
out, «allows you to create your own personal musical journey as you go
around the exhibition and to continue your experience [online] when
you get home+(BME 2012d)¢ The main exhibition space consists of The
Core, Edge Zones, Gibson Interactive Studio, and The Finale. The Edge
Zones are a series of galleries that each covers a speciperiod of Brit-
aines postwar popular music history. Much of their content consists of
a *Rock *ne Roll Yearse...style collection of music videos, archive footage
and clips, and some items of memorabilia (guitars, T-shirts, costumes,
album sleeves, and such).

Gibson Interactive Studio o ers visitors the opportunity to play a range
of di erent musical instruments, including guitars, bass, keyboards, and
drums, with the option of step-by-step video tuition from rock musicians
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such as Blur, KT Tunstall, and others. The Finale, as its name suggests, is
the “ nal attraction in the exhibition and represents by far the most insub-
stantial aspect of the BME eexperiencee, not least on account of its attempt
to somehow evoke the atmosphere or experience (it is dicult to avoid
using this particular word as it is at the core of what the exhibition pur-
ports to o er) of live music performance (BME 2012c). On both occasions
we visited the exhibition, we experienced The Finale with a handful of
bemused-looking fellow visitors, who, like us, appeared uncertain as to
how to respond or perform to this rather unconvincing simulacrum of a
live music experience. The Core of the exhibition features the interactive
Dance the Decades (in which a virtual dance instructor performs a range
of dance moves, which visitors are invited to follow, essentially the same
concept as the popular Nintendo Wii home video game «Just Dances); Hey
DJ!, a virtual collection of dance music records; interactive exhibits on the
history of music broadcasting and playback technology; and an interactive
music map Where lItes At (Figure 1.1).

This map,,a large horizontal representation of the UK, occupies a cen-
tral position within The Core. Arranged around it are three user interfaces
where museumgoers can navigate their way around Britain and Northern
Ireland by operating a trackball device and clicking on location icons rep-
resenting variously: videos, gigs and venues, facts, hometowns, festivals,

Figure 1.1 Where Ites Ate interactive map, British Music Experience, O2 London.
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album covers. Yet when zooming in at the local level, the map reveals little
if any cartographic detail, making itdi cult to explore or navigate particu-

lar localities and cityscapes. Facing the map users is a large vertical screen,
which displays a random selection of facts that appear independently of
their interactions and of the geographical content extracted from the map.
On our second visit to the BME, there was a sheet of white A4 paper a xed

to the side of the screen, consisting of a word-processed statement inform-
ing visitors that the map content has been sourced from a book by the
music journalist and rock genealogist Pete Frame entitle@Rockine around
Britain: Rock and Roll Landmarks of the UK and Ireland (1999).

The reliance on information drawn from Framees book prompts the
guestion as to what the BME map does that would not be done more e -
ciently and e ectively by the book itself. The map illustrates a cursory,
almost arbitrary engagement with local music geographies and a performa-
tive emphasis on the national geo-bodye (Thongchai Winichakul 1994, in
Wood 2012, 297),that is, ¢[performing] the shape of statehood (ibid.;
emphasis in original). It lacks more clearly de‘hed elocale geographical
detail that would enable engagement with the specitities of place and
locality at a smaller (more locally speci‘c) geographical scale. This sug-
gests that although the main functional imperative of the BME map is a
focus on the spatial iconography of the local, the map provides instead an
instrumental reminder of the overarching national symbolic context within
which the local or regional is (and, implicitly, should be) framed. Like the
Visit Britain maps, the BME map thus performs an idea of music and place
in which the elocals is metonymically expressive of, in the fst instance,
*Britishe or English geographies of consumption and spectacle, a ratation
of an explicitly national spatial imaginary thatis e cacious in the touristic
branding of Britaines popular music heritage.

The map, in other words, performs the nation; interpolating the map
user (or consumer), by corollary, in what the critical cartographer Denis
Wood describes as the sgreat map ritual of the states (2012, 300). As with
The Finale, the Where Ites At map is of interest as much for what it doesnet
do as for what it does. In the same way that The Finale falls short of convey-
ing «the intensity of intimate gigs [or the] spine tingling euphoria of massive
stadium concerts and festivalss(BME 2012d) the mapes lack of cartographic
detail, or anything other than a vague claim to locality or region, restricts
its ability to meaningfully convey swhere itss ate (whatever ite is). Users
are presented instead with a scatter of musical miscellany whose function
appears, if anything, to be to signify the map rather than the other way
around. Having shu ed our way back into the BME shop, we were also left
wondering what it is that is speci“cally British about the BME, as well as,
more pointedly, just how possible is it to talk of, in the singular, the Brit-
ish music sexperiences. By extension, we found ourselves re¢ting on the
guestion of who it is, in fact, for. While this is not a question we address
here, for Harvey Goldsmith, according to one newspaper article, the aim
of the BME is to enthuse young people about music Telegraph 2009). It
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is nevertheless clear that what might be mapped on ocial cartographies

of national music heritage does not tell us how these symbolic landscapes
resonate with other «dissonante (Tunbridge and Ashworth 1996) narratives
of British music heritage, and with the everyday vernacular music experi-
ences and landscapes of the mapse users, however young, old, or socially
and ethnically diverse they might be.

LOCALIZING POPULAR MUSICSCAPES

The BME map illustrates a growing interest in local music geographies, as
does the book it is sourced from, which is one of several published guides to
Britaines popular music sites, locations, and landmarks that have emerged
over the past decade or so (Frame 1999; Perry and Glinert 1998; Roberts
2011; Wooldridge 2010). There is now also a plethora of nonprofessional
websites and online resources featuring music heritage maps and trails, as
well as smartphone map-based apps. These map apps do not necessarily
represent a better, more representative or eauthentice engagement with local
musicscapes than the Visit Britain and BME music heritage maps. Many of
them are connected to (and often appropriated by) o cial discourses and
produced as part of, or in association with, national bodies linked to the
tourist and cultural industries, and they are used in similarly instrumental
ways to encourage consumers to visit tourist destinations or purchase music
downloads. They di er, however, in terms of scale and cartographic preci-
sion, enabling users to zoom in and explore places and sites in more detail and
also in situ, thus allowing for a more embodied and embedded engagement
with musical practices and epathwayse (Finnegan 1989) and with musical
geographies or smusicscapese of everyday life. They therefore illustrate alter-
native ways in which individuals and organizations have mapped Britaines
popular music histories, heritages, and musical memories, shifting the focus
away from more abstract cartographic representations of the nation and
enabling a more localized storytelling about British culture and identity.

Music Heritage Map Apps

In August 2010, the British Prime Minister David Cameron delivered a
speech in which he emphasized the importance of tourism for the nation,
describing it as ean often overlooked giant within the UK economye
(Department for Culture, Media and Sport [DCMS] 2011, 6). 8 According
to DCMS:

Devoting an entire speech to Tourism within the “rst 100 days of a new
Governmentes time in o ce is unprecedented,DCMS o cials have
been unable to “nd any examples of previous Prime Ministers giving
the industry this level of priority, ever,and underlines the industryss
enormous potential for the UKes economic and cultural future. (Ibid.P
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In response to this speech, UK Music, the main representative body for the
UKes commercial music industry, commissioned a report on music tourism
entitled Destination Music. Based on research conducted by Bournemouth
Universityss International Centre for Tourism and Hospitality Research,
the report was promoted as the most comprehensive study ever undertaken
on the power of music as a tourist draw, and to give this a value in eco-
nomic termse (UK Music 2011, 4). It highlighted the economic contribution

of live music to the tourism economy, emphasizing that this stemmed from
the musical talent of the artists,and the investment in that talent,that
attracts so many music tourists in the ‘rst places (UK Music 2011, 11)°
and it focused on live music tourism and festivals and concerts involving
audiences of over 5,000 people. This provided a basis for an online map
of «Great British Festivalse launched by UK Music in 2012 in collaboration
with Visit Britain. At the same time, however, the Destination Music report
also presented ea snapshote of popular music heritage attractions across
the UK, such as the Salford Lads Club, a mecca for fans of The Smiths,
despite a commonly shared ambivalence to the notion of popular music
heritage on the part of many working in the music industries (see Cohen
2007; Roberts and Cohen 2012).When we visited its o ces in London, UK
Musices head of communications explained to us the organizationes interest
in the contemporary music industries and initiatives that help to support
and develop them, and made a distinction between heritage as something
associated with the musical past, and sthe contemporary scenee, which
involves smaking your own heritage all the time.» As he spoke, the CEO of
the organization nodded in agreement and stressed the importance of fos-
tering an environment where a vibrant and cutting-edge UK music culture
can thrive, and nurturing and supporting the next Tinie Tempah or Adele,
rather than raking over the relics of a dead musical past.

Among the various recommendations ofDestination Music was the pro-
duction of a mobile phone music tourism map app, *which can help poten-
tial tourists to design their own musical tour to cater for every musical
taste, incorporating iconic places, histories, and opportunities to attend live
music eventse (UK Music 2011, 54). The organization planned to develop
the app in collaboration with a music journalist who was about to publish
a book of UK music landmarks. Plans to develop digital maps of UK music
heritage had also been mentioned to us by representatives we spoke to from
various other music organizations. PRS for Music (formerly known as the
Performing Right Society), for example, had used music heritage to help
create a brand for the organization, as illustrated by its Heritage Award
plague scheme. The organizationes head of PR explained that they planned
to develop an archive of music heritage materials and a related map and
emphasized the importance of music heritage for the identity of the indus-
try as a whole. The CEO of another organization, Music Heritage UK,
explained that his organization also planned a digital map that would pull
together and consolidate information and materials on music heritage that
currently existed online, and provide a ¢living and breathing resources and
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eone-stop shope to music heritage. The map app recommended lBestina-
tion Music di ered from these examples, however, inasmuch as its aim was
not just to allow users ” exibility in terms of how they navigated it, but also

to enable access for users while they were on the move and in situ, rather
than sitting in front of a computer exploring web-based cartographies of
music or standing around a museum exhibit. By the time of the publication
of the Destination Music report, and thus signaling a wider uptake of inter-
est in locative media technologies, other UK music map apps had already
been launched, including the Belfast Music iPhone app, billed as +a way to
discover the rich musical heritage of a world-renowned city, through a mix-
ture of historical anecdotes and street level music infoe (Culture Northern
Ireland 2010),'! and «Soundtrack to Londone.

The sSoundtrack to Londone smartphone app developed through a
partnership between the Museum of London and Nokia and launched
in 2011. The app provides users with a map of London and enables them
to zoom in to particular sites in order to explore them in more detail and
search for music landmarks via 200 locations or 160 artists or “nd the sites
nearest to them (Nokia UK 2011)12 Some of the locations are featured in
song lyrics and clicking on them reveals information about the song and a
link to Nokiaes Ovi store from which it can be downloaded, while a pro-
motional video for the app shows the presenter, a young woman dressed
in the style of many UK university students (with black leggings, a pink
woolly hat, long dyed black hair, and bright red lipstick), searching for the
UK hip-hop artist Plan B and heading o to the Heygate Estate in South
London where a recent Plan B video was shot. eThe good thing about
this map,* the presenter explains, ¢is that it doesnst just take you to the
most obvious landmarks or locations but surprises you with some quite
unknown spots that you can impress even your most geekiest of friendse
(Nokia UK 2011). 2 The app (also referred to in the press as a smusic triviae
app) follows the success of the Museum of London «Streetmuseums app,
which provides over 200 images of London from the museumes art and
photographic collections and allows users to explore them in situ in order
to compare past and present views.

The use of locative media technologies (Farman 2012) such as map
apps to connect and engage users (whether tourists, music pilgrims, estreet
museume visitors, and so on) with popular musicscapes mirrors the much
wider appropriation of new media and social networking sites as marketing
and consumer tools in the tourism, heritage, and cultural industries. By way
of illustration, the marketing director of Visit Britain informed us that *We
[now] tend to use social media . . . getting things out via Facebook, Twitter,
blogging sites. Then itss more of a conversation with customerse (interview
with Lawrence Bresh, March 25, 2010). Conversely, the take-up of locative
media devices and map apps redcts wider trends that operate independently
of, or in parallel with, more 0 ciale tourism and heritage initiatives that
have been informed by a growth of interest in community mapping or ver-
nacular mapping projects (Cli ord and King 1996; Harzinski 2010; Leslie
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2006; Roberts 2012b; Wood 2010). In the case of popular music heritage,
such trends signal the desire to explore and engage more directly with local
musicscapes and sites of vernacular musical memory. These eunoials or
DIY cultural mappings often invoke a markedly di erent sense of place than
that typically framed in o cial spatial histories and narratives of music heri-
tage, and by drawing them into dialogue with national music geographies we
can examine the di erent ways in which maps work and perform.

Mapping Vernacular Musical Memory

The Museum of London plans to build on the «Soundtrack to Londone app
and develop maps for future music exhibitions. Similarly, as Andy Linehan,
curator of Popular Music at the British Library Sound Archive, informed
us, the British Library (BL) has plans to build on its existing UK sound
maps and extend them to popular music by exploring the possibilities of
geo-referencing popular music archival materials held within the archivé?
Distinguishing the products of the sheritage industrys from a notion of
cultural heritage-as-praxis, curators and archivists such as Linehan and
the music historian Mykaell Riley were keen to stress the importance of
challenging dominant and o cial discourses of music heritage, particu-
larly insofar as these typically focus on a narrow lineage of popular musi-
cians (referred to by both Riley and Linehan as <the usual suspectse). They
envisaged a more dynamic and inclusive model of musical mapping that
involved users in the mapping process, enabling them to upload materials,
trace their own personal musical pathways and in'uences, listen to related
interviews with musicians, and create their own map of music heritage. As
Linehan explained:

| like the idea that we [the Sound Archive] have collected over the years
all the kind of musical in” uences that have ttered through to whates
happening now and you can go back and trace the path, and you can
make you own . . . you work out your own way of doing it [. . .]; build
your own picture. And so | kind of seeitas . . . you can come here and
construct your history and your heritage, if you like. We hopefully are
providing the building blocks for you to construct your [own] ideas.
The notion of heritage is generally sthe usual suspectss and we are a lot
more than that | think is what | try to get across. (Interview with Andy
Linehan, March 11, 2011).

Riley was keen to explore possibilities for a dynamic, three-dimensional
model of mapping Britaines ¢blacke music heritage, and in describing this
model to us he gave the kind of map envisaged by Music Heritage UK as a
«living breathing resourcee a more tangible and expressive form:

[Firstly,] itss got to be time-stamped. Every decade that map, that narrative
actually changes. [. . .] Then therees location. And we have to be spea
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because we tend to generalize. So if you say sthe UK, thates one thing,
if you say eBritaine or «Britishe, thates another. If you say sLondone thates
one thing. But then you might say *Hackneye. [. . .] So location is abso-
lutely critical. And then lastly, the third element is community or people.
Because within that you “nd a culture within which,,or around which,,

these genres or musics spedally were conceived and lived through.

While the maps envisaged here had not yet been created, the notion of maps
that enable audiences to build their own music heritage resonates with the
ways in which we have used maps as part of our own research on music and
“Im (Cohen 2012a; Roberts 2012a). Cohen conducted ethnographic research
with rock, pop, and hip-hop musicians in Liverpool for a project on music
and urban landscape (entitled Popular Musicscapes). This involved tracing the
everyday routes of these musicians as they engaged in music-making activities;
exploring real and imagined sites connected to their music making, includ-
ing buildings and neighborhoods; and considering how musicians inhabit and
experience such sites and how they interpret them, associating them with par-
ticular ideas, emotions, and memories. It also involved making use of maps
as a research tool, which included asking musicians to create their own hand-
drawn maps illustrating their experiences and memories of music making in
the city and the journeys and places involved, including sites of music perfor-
mance, rehearsal, and recording. These kinds of hand-drawn maps (also com-
monly referred to as cognitive, conceptual, or sketch maps) have long been
used by human geographers, social anthropologists, and others to study how
people describe places and remember what is where, their subjective sense
of space and place, and dierences between people in terms of their spatial
knowledge and understanding'®

For the purposes of this particular project, the act of mapping helped to
prompt memories and conversation about music making and urban land-
scape, and the patterns that emerged from these maps prompted rettion
on what mattered to musicians and why, what made places distinctive and
valuable for them, and how those places might have changed. In general, the
maps of the rock musicians tended to focus on public music performance
venues in Liverpool city center, and the mapping process was accompanied
by stories about these venues. Many of them had closed or been demolished,
and some had been so signi€ant for these musicians and their music-mak-
ing activities and careers that they were described as *my heritagee. In con-
trast, the maps of the hip-hop musicians tended to focus on neighborhoods
outside the city centre, and on the private and domestic homes in which the
musicians composed and recorded their music. Comparison between the
rock and hip-hop maps helped to highlight the in”uence of music genre on
local musical pathways and geographies or musicscapes. At the same time,
however, the maps of all of these musicians provided a contrast with o cial
maps of Liverpoolss music heritage, such as maps produced to celebrate the
cityes year as European Capital of Culture (ECOC), and maps distributed
to tourists and visiting Beatles fans (Lashua, Cohen, and Sch&ld 2010).
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These di erences encouraged us to explore a similar approach to map-
ping as part of our current research on popular music heritage, cultural
memory, and cultural identity in England. The project involves face-
to-face interviews with music audiences, with individual interviewees
selected on the basis of their response to a project questionnaire. We
have asked these individuals to tell us how music relates to their memo-
ries of the past, or to how they remember the past. We have also invited
them to create a *mape of their musical memories. The map can take any
form and trace journeys and in”"uences, feature signitant landmarks
and milestones, and focus on a small and spect’ place or time, or on
events much broader in scope and scale. Our focus is on the stories
told through and about these maps, and how they help to explore ver-
nacular musical memories and geographies. Some of the maps we have
collected are hand-drawn, but others have been created using computer
software. Figure 1.2, for example, shows a map produced for us by a
Liverpool-based medical researcher in her late 30s. She explained this
map as follows:

Participating in the research made me think about what music | had
been listening to at di erent times of my life. When | started writing

it down | realized how this grouped into stages beginning in my child-
hood, developing when | was a student and especially in my 20s when
a lot of my friends were in bands and my social life largely revolved
around gigs and festivals. | noticed that | am listening to less new stu
now, lsm more likely to put something on | know and love. It will take
going to a music festival such as ATP [All Tomorrowss Parties] or a
friendss recommendation that | will listen to something di erent. Or
Jarvis Cockerss Sunday Service on 6 music (I never had much time for
Pulp but Jarvis is legend). There are some things | wonst think about
for years but then something will remind me and I«ll dig out a CD or
get it from Amazon or Fopp. | think the music | listen to does say a lot
about me and has been a central part of my social life and had a big
in” uence on my friends and family. | like how music can bring peo-
ple together to share experiences like festivals or just agree they like
something on the radio. Or that because | am from Liverpool people
recognize that as a place associated with music and creativity. | guess
music can create a sense of belonging and familiarity which is reassur-
ing. People like to be reassured. (Institute of Popular Music 2012)

Figure 1.3 shows another smape produced by a music industry professional
in his late 50s. Consisting of, in collage form, a selection of ticket stubs
from particularly memorable concerts he has attended over the years, the
map provides a means by which he can evoke very spe@“memories and
associated details linked to a lifetime of attending rock concerts. He pro-
vided the following description to accompany the map:
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Figure 1.3 Music memory map, male, late 50s, London (October 2012). Repro-
duced with permission.

If memory is the process by which information is encoded, stored,
and retrieved then ticket stubs represent a great (and no doubt lazy)
way for me to recall my musical journey. More often than not the
tickets have the time, the date, the place, and the principle reason of
what Ism trying to remember all there right in front of me and there-
fore the hard work of recollection is all pretty much done. And yet,

| “ nd that once | start to put these random components together to
form a memory map, the names and dates on the actual tickets them-
selves stay still and what is laying seemingly dormant beneath the
surface starts to come to life. The di erent shapes, sizes and colours,
the logos, the fonts, the quality of the paper all start to trigger more
thoughts. The escalating price of tickets over the years. The venues:
the dives that remained and the palaces that were closed. The ticket
stubs that are conspicuous by their absence,| never got to see The
Jam or Talk Talk. leve seen Primal Scream dozens of times but Isve
never actually owned any of their albums. | have a T-shirt that was
the entry ticket for one gig (Lemon Jelly), | have a ticket stub for one
gig (*Add N to (X)*) and arrived late, just as the band were leaving
the stage (forever). | have been present at the birth of some amazing
careers and been partly responsible for prolonging some careers that
should have been politely cut short. A few of the gigs | have tickets for
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| canst even remember, a lot of the gigs | have tickets for | will never
ever forget. (Institute of Popular Music 2012)

With the “ rst example, the map and accompanying interview illustrate how
for this particular individual the process of remembering involved connect-
ing musicians, most of them from the UK or US and internationally known,

to speci“c times and places in which their music was listened to. Above all,
however, the music is connected to social experience and belonging. The
second example illustrates the way material cultures of musical memory can
themselves be used to map or slocates music cultures and histories in very
speci“c places and environments. The kind of DIY music mapping these
examples represent can be contrasted with the more eociale maps pro-
duced by institutions such as Visit Britain and BME, and are more closely
related to personal musical memory and to heritage-as-praxis, rather than
to a more public memory based on notions of national music heritage. The
individuals concerned have used their maps to tell stories about the past
and the role and signi“cance of music in their lives, and about their musical
practices and pathways. Like the map apps, these maps enable a detailed
focus on local music geographies and histories, but unlike those apps the
emphasis here is on the maps and perspectives of audiences. Theat sec-
tion of the chapter will draw together the threads of discussion on all of
these maps in order to consider their wider implications for the study of
popular music, place, and heritage tourism.

TOWARD A SPATIAL HISTORIOGRAPHY
OF MUSIC HERITAGE TOURISM

Our focus in this chapter has been on the practice of mapping music and
comparison between di erent approaches to that practice, di erent ways in
which maps are put into use, and the di erent notions of music, place, and
heritage that they perform. In particular, we have compared maps of popu-
lar music heritage used to symbolize and brand the nation with maps that
focus in more detail on speci‘c places and sites and attend to the pathways
and journeys linked to individual musical heritages. This provides a basis
for three general concluding points about the relationship between popular
music, place, and tourism.

The “rst point is that music tourism is a fragmented and wide-ranging
“eld of practice involving a diversity of people and institutions. Thus the
UK maps were targeted at various user groups both in and outside the
UK, and produced or planned through collaboration between organiza-
tions and businesses involved with heritage and tourism, music and media,
and media technologies. They were therefore related to dierent interests
in music and tourism, and in the relationship between music and place. As
we have seen, central and local governments have turned to popular music



52 Sara Cohen and Les Roberts

heritage as another tool (alongside tm) for the development of niche tour-
ism and for branding cities and nations in order to boost local economies;
music organizations anxious to create jobs and stimulate growth within the
industries have promoted music heritage and tourism in order to raise the
pro“ le of the music industries; and organizations keen to explore ways of
taking museums and archives into the streets have focused on music heri-
tage as a means of engaging and informing audiences (including tourists),
and as something audiences can create for themselves.

The Visit Britain maps were made available in print and also online,
where users could navigate their way through them, clicking on the vari-
ous music sites to access related musical sounds and information, while
the BME map was situated within the more interactive and performative
environment of the BME exhibition. These maps were connected to some
of the more +0 ciale institutions and discourses of cultural heritage and
tourism. They provided a largely instrumental device for imagining the
nation, serving policy agendas that have increasingly used culture and cul-
tural heritage as resource for place marketing and the promotion of local
distinctiveness, and for economic development and urban regeneration. In
fact, they show how music geographies can be drawn on to perform the
nation and to rehearse or in some way characterize the sstate of the natione,
a purposefully ambiguous term by which we mean both a rei‘tation of the
national body politic (popular music geographies as metonyms of national-
cultural identity and its associative institutions); and the (loosely deed)
*well-beinge of the nation in terms of an index or yardstick by which the
nationes creativity and cultural siconicitys can be spotlighted, branded, and
promoted. The emphasis was not on encouraging the map users to explore
particular locations and the spatial histories and narratives they represent,
but enabling them to imagine the nation as a whole and enact a particular
(and partial) narrative of it, pressing local music geographies into service of
an ideology of nationhood and collective identity that primarily celebrated
white, English, male rock.

These maps show, from a marketing perspective at least, that ocial
government organizations are keen to exploit the idea of music as heritage
in collaboration with music and tourism industries, attaching particular
musical sounds, styles, and icons to places in order to brand the nation and
boost niche forms of cultural tourism. The Visit Britain maps in particular
were informed by a sense of scontagious magice: the idea that the symbolic
or nostalgic value of the musical styles, the emotional resonance of the
sounds, or the celebrity of the musicians can erub o on associated places
and be tapped into and exploited for economic gain, however tenuous the
link between musician and place actually is (Roberts, forthcoming). Unlike
the Visit Britain and BME maps, the Museum of London map app focuses
on one particular city and enables users to interact with the map in situ
whenever and however they choose, and to engage in a more embodied,
immersive, and localized exploration of music and place. Although map
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apps may reinforce the dominant spatial narratives of the susual suspectse,
the shift toward material and site-speci“c engagement with local musics-
capes allows scope for the production and mapping of alternative music
geographies. Geographically more detailed and *hands-one, and allowing
for the possibility of serendipitous musical journeys, this bricolage model
of spatio-cultural practice “ nds a logical extension in the production and
elicitation of hand-drawn or DIY maps. These maps demonstrate the ways
in which maps and mapping practices can inform the development of new
historiographical perspectives on popular music history and heritage, as
well as new critical insights into the inherent spatiality of popular music
cultures. They also provide di erent perspectives on place and musical
memory and highlight shifting and contested meanings surrounding ideas
and sites/spaces of popular music as ¢heritages.

Following on from this, the second point is that despite the diverse and
fragmented nature of music tourism, it is nevertheless characterized by
common tensions and contradictions. Stokes (1999), for example, argues
that cultural tourism is typi“ ed by certain debates (such as debates about
whether cultural events aimed at tourists are genuine and authentic or con-
trived and arti“ cial and merely a show staged for pro‘t) that enable people
to identify it and inform their understanding of what it is. ¢ Similarly, the
UK maps point to contested notions of music heritage and how it is used
and conceptualized as tourist object and spectacle for visitors and for place
marketing and branding, but also as a more embodied practice and experi-
ence, and as a pathway in and through life. At stake are not simply debates
about whose music and heritage is represented on the map and whose is
not, but fundamental notions of what music heritage is, what it is for, and
why it matters. Further ethnographic research could explore what users
actually do with these maps, enabling a richer and more nuanced account
of how people relate music maps and music tourism to their own vernacular
music practices and experiences, and the various and often corcting ways
in which music and music heritage are valued and interpreted.

The third and “ nal point is that maps can provide a productive and
insightful tool for research on music, place, and tourism. The literary
scholar Franco Moretti argues that the critical value of maps lies in the
extent to which they function eas analytical tools . . . [that bring] to light
relations that would otherwise remain hiddene (1998, 3). Similarly, as
Hanna and Del Casino suggest: stourism maps . .. are key sites through
which we can construct a critical study of the relationships among space,
identity and representatione (2003, xi). The value of maps can also be attrib-
uted to their capacity to rethink and reinvigorate mapping cultures and
practices in terms of a spatial historiography of music, place, and cultural
memory. Maps can reveal, for example, what might count as personal and/
or collective music heritage and how it is elocateds,whether spatially or
temporally,in material and symbolic landscapes. As suggested above, the
discursive and instrumental specitities that de“ne spopular music tourisme
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are often at variance with, or in tension with, concerns that might under-
pin local memory and heritage practices as they relate to popular music
cultures. Nevertheless by framing the relationship between music, place,
and identity in terms of way" nding (Ingold 2007) and smapping culturese
(Roberts 2012b), we can explore in more detail, and more critically, the
material sites, contours, and journeys, which, in all their complexity and
color, de* ne the spaces and landscapes of popular music memory.

NOTES

1. The term *musicscapes has been used by scholars working in dirent areas
of music studies, such as sound studies (Schafer 1977, 4), ethnomusicology
(Slobin 1993), music marketing (Oakes 2000), media studies (Lundberg,
Malm, and Ronstrém 2003), and popular music studies (Cohen 2012c). We
use it here to refer to landscapes created and imagined through music, and
through the practices and journeys of music makers.

2. The research was conducted as part of a three-year international project,
*Popular Music Heritage, Cultural Memory and Cultural Identitys, based on
a collaboration between Erasmus University Rotterdam, the Universities of
Liverpool and Ljubljana, and Mediacult, Vienna, and we would like to thank
HERA (Humanities in the Research Area) for supporting that project.

3. See, for example, Harvey (2001), Yudice (2003), Corner and Harvey (1991),
Cronin and Hetherington (2008).

4. The map featured not only obvious sites of music heritage (e.g., Ray Davieses
Waterloo from The Kinks song *Waterloo Sunsete) but also the more obscure,
such as TJes nightclub in Newport, South Wales, where Kurt Cobain from the
Seattle rock band Nirvana proposed to Courtney Love; the Francis Service Sta-
tion in Stratford, East London, where in 1965 three of the Rolling Stones chose
to urinate on the wall, having been refused entry to the garagess toilets (magis-
trates “ned them £5 each); or a slaughterhouse in Digbeth, Birmingham, where
Black Sabbathes Ozzy Osbourne once dispatched at least 250 cattle a day (see
http://www.independent.co.uk/news/legends-of-rock-put-britain-on-the-map-
1144098.html; see also Connell and Gibson 2003, 236).

5. The annual Nation Brand Index survey is based on interviews with 20,000
people worldwide, and the UK is ranked fourth in the world for being an
sinteresting and exciting place for contemporary culture such as music,Ims,
art and literature,» with music listed at the top.

6. It does this by storing information linked to speci“c exhibition content (using
touch sensor technology), which is then retrievable online using the Smarticket.
This is now a commonplace feature in many museums. What is not clear is the
extent to which visitors do in fact continue their experience online, or whether
the novelty factor of using the Smarticket as part of the museum experience is
its main appeal (although on one of the two occasions we visited the BME as
part of our research the Smarticket technology did not appear to be working so
this part of the experience remained o -limits anyway).

7. *Rock *ne Roll Yearss was a BBC music nostalgia program, which cut archive
news and documentary footage to the contemporaneous soundtrack of well-
known pop songs associated with the era and events depicted on screen. Each
program focused on a di erent year from 1956 to 1989. The series ran from
1985 to 1994. Much of the footage used in the Edge Zones exhibits canin all
likelihood be found on YouTube in much greater variety, although a sTable
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Talke interactive in each gallery does include original video content in the
form of oral history interviews with musicians and music industry talking
heads.

8. See http://www.culture.gov.uk/images/publications/Government2_Tourism_
Policy_2011.pdf p6 (accessed June 15, 2012).

9. See http://www.culture.gov.uk/images/publications/Government2_Tourism_
Policy_2011.pdf (accessed March 26, 2012).

10. In the report an overseas music tourist is defied as *someone who booked a
ticket to a live music event in the UK from their own country, prior to trav-
ellinge, and a domestic music tourist as *someone who booked a ticket to a
live music event in advance, and who travelled outside their home region to
attend the event (or outside their home nation in the case of Scotland, Wales
and N. Ireland)s (UK Music 2011, 4).

11. See http://www.culturenorthernireland.org/article/3135/belfast-music-
iphone-app (accessed March 10, 2011). The app was produced by Belfast
City Council in partnership with Northern Ireland Tourism Board, Filmtrip
(a Belfast-based cross-platform media production company), Belfastes
OhYeah music center, and Culture Northern Ireland (a web-based organiza-
tion funded mainly by the Arts Council of Northern Ireland).

12. See http://www.youtube.com/watch?v=r16k5_JdQ7I| (accessed March 27,
2012).

13. See http://www.youtube.com/watch?v=B3XVwK50aYg (accessed March 27,
2012).

14. The BL website hosts a number of interactive sound maps. These include
maps of local dialects and accents, wildlife, and environmental sounds, as
well as selected World Music and traditional musics in England. See http://
sounds.bl.uk/sound-maps (accessed April 16, 2012).

15. See, for example, Lynch (1960), Tuan (1975), and Ben-Zee-ev (2012).

16. Cultural tourism has been seen, for example, to involve a quest for authen-
ticity (MacCannell 1976), or an acceptance that sthere is no authentic
tourist experiences (Urry 1990, 11). Similarly, cultural heritage has been
described, following Hobsbawm and Ranger (1983), as the sinvention of
traditions (Kong 1998; Kneafsey 2002), a conspiratorial false-historye
(Hewison 1987; Boniface and Fowler 1993, 16), and a form of estrategic
inauthenticitys (Gibson and Connell 2005, 158, 267). It has been feared,
for example, that tourism based around traditional and eworlde music
would end up destroying local music traditions, staging authenticity and
inventing tradition, but such tourism has also been welcomed as a means
of preserving local music traditions, promoting local identity and pride,
and contributing to local economies. In New Orleans, bars in the cityes
French Quarter hired bands to play in a Dixieland style that many tradi-
tional jazz fans considered to be hackneyed and clichéd (Atkinson 1997;
Gibson and Connell 2005, 142). Likewise, for some the Liverpool Sound
represented by the Beatles was a tourist cliché, while for others it was an
authentic expression of 1960s Liverpool (Cohen 2007).
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2 Negotiating Musical Boundaries
and Frontiers

Tourism, Child Performers, and the
Tourist-Ethnographer in Bali, Indonesia

Jonathan Mcintosh

In the “ rst decades of the 20th century, and set against a backdrop of politi-
cal, economic, social, and cultural change, tourists began to arrive in Bali,
Indonesia. It was not until the years following the First World War, how-
ever, that visitors chose to extend the amount of time they spent on the
island beyond simply eating lunch, buying scurios and [watching] hurried
performances of bored stemple dancersZe (Covarrubias 1937/1973, 392).
During the 1920s and 1930s, anthropologists, musicologists, and artists,
most notably Margaret Mead, Gregory Bateson, Jane Belo, Colin McPhee,
and Walter Spies, journeyed to Bali. Attracted to the island for various
reasons, the above individuals as well as other tourists and ethnographers,
have contributed to what Boon (1977) terms the santhropological romance
of Bali.. Consequently, the academic literature pertaining to the develop-
ment of tourism on this small island is well established (see Chappell 2011,
Connell 1993; Cukier 1996; Cukier, Norris, and Wall 1996; Cukier and
Wall 1994, 1995; Cukier-Snow and Wall 1993; Darma Putra and Hitch-
cock 2006, 2008; Hill 1994; Hitchcock 2001; Hitchcock and Darma Putra
2005, 2007; Hobart, Ramseyer, and Leemann 1996; Howe 2005; James
1999; Long and Kindon 1997; Long, Wall, and Conlin 1995; McCarthy
1994; McKean 1989; Rubinstein and Connor 1999; Tarplee 2008; Vickers
1989, 1994; Wall 1996; Wall and Long 1996; Warren 1995; Yamashita
2003). While some studies suggest that the Balinese are unwitting victims
of tourism, ever dominated by Western notions concerning the commaod-
itization, authentication, reinvention, or revitalization of traditional cul-
ture, others focus on the creative capacity of the Balinese to respond to the
dilemmas and opportunities associated with tourism. Similarly, within eth-
nomusicology and anthropology, a number of important studies highlight
the various strategies Balinese musicians and dancers employ as a means
to respond to the in” uences of tourism, specitally utilizing the traditional
performing arts as a means with which to engage or separate themselves
from tourists (Bakan 1999; Bandem and deBoer 1981; Bowers 1956; Dibia
1996/2000; Dibia and Ballinger 2004; Dunbar-Hall 2001, 2003, 2007;
Herbst 1981, 1997; Johnson 2002; McGraw 2009; Picard 1990a, 1990b,
1993, 1996a, 1996b, 1997, 1999, 2003, 2008a, 2008b; Racki 1998;
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Ramstedt 1991; Sanger 1986, 1988; Spies and de Zoete 1938/2002; Sug-
riwa 2000; Talamantes 2004; Tenzer 1991/1998, 2000).

Among these studies, and with reference to his research pertaining to
cultural tourism in Bali, Dunbar-Hall (2001, 173) asserts that traditional
Balinese music and dance performances serve to establish sboundaries and
frontiers between culture bearers and tourists.e Elaborating on this state-
ment, Dunbar-Hall (2001, 174) de" nes *boundariese and «frontierse as ssites
at which tourists are restricted from or allowed entry to levels of insider
experience and potential knowledge.» Although not necessarily prohibited
from attending <boundarye sites, a lack of knowledge and understanding
concerning the ecultural matricess (Dunbar-Hall 2001, 173) associated
with the performance of traditional music and dance forms in such con-
texts can restrict tourists from gaining more meaningful insights into cer-
tain aspects of Balinese culture. In contrast, and given the need to translate
Balinese music and dance pieces from scultural artefacts in their original
contexts to cultural commodities in new (tourist) contextse (Dunbar-Hall
2001, 174), frontiere sites require culture bearers and tourists to participate
in a process that involves the negotiation of musical meaning. For example,
the Balinese often provide contextual information such as program notes
to facilitate greater tourist engagement with the performing arts in frontier
sites (Dunbar-Hall 2001, 174). Nevertheless, and as Dunbar-Hall (2001,
174) notes, frontier sites can also serve to promote esupeciale interactions
between Balinese performers and non-Balinese audience members, with
visitors often observing a compressed sampling of traditional music and
dance pieces, many of which are curtailed to accommodate the limited
attention span or busy schedules of tourists (see also Daniel 1996).

Dunbar-Hallss (2001) approach is helpful in illuminating the ways in
which Balinese musicians and dancers interact with visitors to their island.
However, it creates a <binary schemees (Stokes 1999, 142) that, perhaps
unknowingly, does not take into account peripheral characters that occupy
eliminal* positions (after Turner 1967) between the dichotomy of culture
bearers and tourists. Such characters include child performers in Bali who,
although they may partake in music and dance performances in boundary
and frontier sites, are often still caught up in the process of learning to
become culture bearers. Consequently, child performers have little or no
real cultural authority of their own. Boys and girls rarely perform gamelan
music for tourists,® and therefore this chapter provides insights into the
liminal position of Balinese child performers by examining how children
participate as dancers in tourist presentations, expanding on Dunbar-
Hallss (2001) schema of (adult) culture bearers versus tourists.By draw-
ing on the concept of the stouristic borderzones, which Bruner (1996, 158)
de“nes as *an empty stage waiting for performance time, for the audience
of tourists and for the native performers,s the chapter also examines how
children simultaneously approach stourist performancese as esites of cre-
ative cultural productions (Rosaldo 1989, 208) and sometimes as esites of
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strugglee (Bruner 1996, 159). In order to demonstrate how boys and girls
negotiate issues of creativity and struggle associated with such sites, the
chapter compares and contrasts the willingness of children to participate in
a tourist performance in the Balinese center of Ubud versus their reluctance
to eperforme in front of tourists at a cremation ceremony in their home vil-
lage, situated outside the Balinese tourist striangl€e.In approaching the
literature on tourism in this way, the chapter also considers the increasingly
problematic commaodi“ cation of sthe Othere while complementing exist-
ing anthropological and ethnomusicological research concerning the role
of music and dance in cultural shows for tourists not only in Bali, but also
in other cultural contexts (for example, Abram 1997; Desmond 1999; Lau
1998; Rees 1998; Sarkissian 1998, 2000; Xie 2003).

Throughout the chapter, and in order to provide insights into the ways
in which boys and girls shaped my liminal position as the stourist-ethnogra-
phere (after Bruner 1995), | re”ect on my experiences of conducting research
with the young Balinese (McIntosh 2006, 2010). By outlining how boys and
girls accepted me as theirs ethnographer, | demonstrate how such a process
enabled me to move from front stagee to *backstagee (MacCannell 1973,
1976), and from tourist to ethnographer (Bruner 1995; Nettl 2005, 187;
Sarkissian 2000, 7). The present chapter, therefore, builds on and extends
the work of Dunbar-Hall (2001) and Bruner (1996), but, written from the
perspective of an ethnographer working with children behind and beyond
the typical tourist performance contexts, the chapter also contributes new
and exciting insights into the world of cultural tourism in Bali by prob-
lematizing the more usual tourist-ethnographer dichotomy. The following
discussion begins, however, with some important contextual background
on the development of tourism in Bali that serves to highlight the various
roles played by culture bearers, Westerners, tourists, and the Indonesian
government in the reinvention and revitalization of Balinese culture. The
evolution of these processes still resonates powerfully with contemporary
eculture bearerse (Dunbar-Hall 2001) as they position themselves within
modern-day tourism, particularly the child performers in Bali who are the
focus of this chapter and who leverage for themselves a certain position of
resistance against the commaoditization of cultural tourism.

THE EARLY DEVELOPMENT OF TOURISM IN BALI

The Dutch succeeded in taking control of north Bali in the mid-19th cen-
tury, establishing a colonial administrative capital in the port of Singaraja.

However, it was not until 1908, following the conquest of the last inde-

pendent southern Balinese kingdom of Klungkung, that the Dutch exerted
full jurisdiction over the island. Consequently, the in” uence of the once all-
powerful Balinese royal courts, as well as their patronage of the performing
arts, slowly seceded to village centers. Until this time, traditional music and
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dance performances tended to be associated with Balinese-Hindu religious
festivities or royal court centers. Indeed, Dutch colonial scholars consid-
ered Bali, an island home to one of the last remaining Hindu cultures that
were once widespread throughout island Southeast Asia, to be a eliving
museume. In light of this, the Dutch implemented a policy of Balinization
(Baliseering, the aim of which was enot so much to [preserve] the culture
as they found it, [but rather to restore] it to its original integritys (Picard
19964, 21). Thus, by focusing on the use of culture to construct a tradi-
tional, primitive, and even exotic image of Bali,an island, for example,
where eeveryone is an artiste (Covarrubias 1937/1973, 160),Baliniza-
tion succeeded in reifying stereotypes of an einventede culture that never
existed (after Hobsbawm 1983/1991; see also Boon 1977, 1990; Picard
1992; Vickers 1989). Additionally, the colonial policy served to promote
the impression that the Balinese and, in particular, the Balinese traditional
performing arts (including music, dance, and drama), were somehow fro-
zen in time. Expressing similar sentiments concerning the demise of tradi-
tional customs in light of egood or bad [ideas] brought to their island by
merchants, tourists, unsuitable education, and missionaries,» the Mexican
artist Miguel Covarrubias (1937/1973, xxv) also predicted that Balinese
culture was sdoomed to disappear under the merciless onslaught of modern
commercialism and standardization.c Nevertheless, the political, economic,
and social changes brought about as a result of colonialism facilitated excit-
ing developments in the Balinese performing arts. The most important of
these occurred circa 1915 in relation to the birth of a new style of gamelan
music, Gamelan Gong Kebyar* and its associated dance form, Kebyar
First introduced in north Bali, and unlike any other style, Gamelan Gong
Kebyar quickly spread across the island to become the ¢lingua francae (Ten-
zer 1991/1998, 23) of Balinese music. Indeed, Colin McPhee (1900...1964),
who had arrived in Bali to study the islandss gamelan musics in their origi-
nal context in 1931, set about transcribing the repertoires associated with
older gamelan forms because in his opinion the enthusiasm the Balinese
displayed towards Gamelan Gong Kebyarthreatened the survival of some
other, signi“ cant court ensembles (McPhee 1966, xivj.

Despite such fears on the part of Westerners, the changes relating to the
traditional Balinese performing arts brought about as a result of colonial-
ism, globalization, modernization, and the gradual introduction of tourism
at this time instead demonstrated the suncanny ability [of the Balinese] to
assimilate . . . external, or global ideas and objects and localize them, infus-
ing them with new and relevant local meaningse (Harnish 2005, 119). For
example, the popularity of Gamelan Gong Kebyarand the development of
tourism coalesced in the organization of early frontiere music and dance
performances (after Dunbar-Hall 2001) outside the traditional con* nes of
ritual contexts (Seebass 1996).The Balinese also collaborated with West-
erners to cocreate new music and dance genres based on traditional forms,
an excellent example of which is the development oKecak in the 1930s.
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Bringing together the rhythmic vocal music used to accompany ritual trance
dance Sanghyang and a dance performance involving well-known char-
acters from the Indian Epic, theRamayana Kecakis the result of a collab-
orative project in the stouristic borderzonee (Bruner 1996) between Balinese
performers, the Russian-born German artist Walter Spies (1895...1942), and
the American dance researcher Katharine Mershon (1885...1986) (Dibia
1996/2000; McKean 1979). As a secular form, the Balinese continue to
perform Kecak for the entertainment of the gods of the Balinese-Hindu
religion, themselves, and tourists. Although it has no formal ritual associa-
tions, Kecak eretains the power to in"uence the spiritual state of its per-
formers and to play a role in the religious consciousness of a community by
who or for whom it is performeds (Dunbar-Hall 2001, 178).

During the Second World War, the Japanese invaded Bali and musical
activity slowed. On August 17, 1945, following the surrender of the Jap-
anese, Indonesia declared independence from the Netherlands, although
the colonial power did not formally recognize Indonesian sovereignty until
some years later. With the emergence of the newly independent Indone-
sia, the southern urban center of Denpasar replaced the northern colonial
hub of Singaraja as the new capital of Bali. The transfer of administrative
power from the north to the south of the island would also have great
implications for the development of the Balinese performing arts and the
expansion of tourism on the island in the second half of the 20th century.
For instance, musicians in the south of the island, who tended to dispar-
age the Singaraja style of gamelan playing, sought to refe and incorpo-
rate older performance styles and repertoires, most notably fronGamelan
Gambuh,” Gamelan Semar Pegulingajt and Gamelan Gong Gedg® into
that of Gamelan Gong Kebyar.?

DEVELOPMENT OF TOURISM IN BALI AS A
MANAGED NATIONALIZING PROCESS

Indonesiass ‘rst president, Sukarno (1901...1970), whose mother was Bali-
nese, was also particularly fond of Gamelan Gong KebyarConsequently,
Sukarno often invited Balinese music and dance troupes to perform at o-
cial government engagements in Jakarta, as well as at his retreat in the Bali-
nese village of Tampaksiring (Tenzer 2000, 95). Following independence,
and in an attempt to establish a new nationalist ideology for Indonesia,
Sukarno also decided that the «collective image of Balinese cultures would
be used eto further promote and symbolize Indonesia to the worlds (Tenzer
2000, 94). In light of this, the Balinese performing arts (music, dance, and
drama) were not only exploited as national cultural industries and texts,
but they also provided a *source of images and sounds for tourism promo-
tione (Gibson and Connell 2005, 14). In the early 1950s, and as part of this
managed nationalizing process, John Coast,an Englishman who served as
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Sukarnoes press attaché, organized for a gamelan troupe from the Balinese
village of Peliatan to undertake an international tour of Europe and North
America (see Coast 1953/2004; Herbst 2006} Presaging the active role
that Balinese music and dance would play in the development and capi-
talization of Indonesia through tourism, Sukarno also encouraged musi-
cians and dancers to curtail the duration of some performances, as well as
to develop numerous abstract free dancesTari Lepas) that could be per-
formed outside the con“nes of lengthy traditional Balinese dance-dramas
(Dibia and Ballinger 2004, 95; Ramstedt 1991, 112; Tenzer 2000, 95)\
Gradually, these shortened and new forms gained popularity among vil-
lage troupes, many of which embraced performing for tourists as a means
of generating additional income. However, Sukarnoss use of the Balinese
traditional performing arts to promote Indonesia su ered a setback when,
in 1965, an aborted communist coup in Jakarta resulted in the mass killing
of communists across communities throughout the nation. In Bali alone,
over 100,000 people, including many artists, musicians, and dancers died
during this turbulent time (Hanna 1976/2004, 218). In 1967 and in the
aftermath of the violence, President Suharto (1921...2008) took power with
his New Order (Orde Baru) Government.

A key objective of the Suharto regime was to modernize Indonesia by
means of attracting outside investment into the country, in particular
through the development of tourism. Like Sukarno, Suharto used Balinese
traditional culture as a means to develop Indonesian tourism (Picard 1997,
182). Following the opening of Baliss Ngurah Rai International Airport in
1969, the number of international visitors traveling to the island increased.
During the 1970s, and as a result of the Indonesian governmentss instiga-
tion of a World Bank plan to develop regional tourism in Indonesia, the
Balinese authorities implemented a policy of cultural tourism Pariwisata
Budaya). As part of this policy, Balinese authorities hoped that the erevital-
ization of traditional Balinese cultures would «also provide the means for
the economic pro“t from tourisme (Ramstedt 1991, 115).

Concomitant with the use of cultural tourism to promote and revitalize
the traditional performing arts, the growth of mass tourism resulted in
mounting concerns among some Balinese ocials, religious leaders, and
performers pertaining to what forms of music and dance should be pre-
sented to tourists in this new climate of capitalization and commodi“ca-
tion.®®* In 1971, and in order to provide advice concerning this issue, the
Balinese Arts Council (LISTIBIYA) agreed on a «three-tiered model of the
spiritual contexts of performance in which spatial and functional consid-
erations were prominente (Herbst 1981, 47)!* The three tiers of the model
included: (1) sacred Wali) music and dance pieces, normally performed in
the inner courtyard (Jeroar of a Balinese temple; (2) ceremonialBebali)
music and dance pieces (that is, forms associated with, but not necessarily
integral to, a religious ceremony), normally performed in the central court-
yard (Jaba Tengah of a Balinese temple; and, (3) secularBalih-Balihan)
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music and dance pieces, normally performed in the outer courtyardJabg of

a temple or just outside a temple, as well as the repertoire performed speci*
cally for tourists.? By categorizing music and dance pieces in this manner,
the Balinese attempted to di erentiate between forms for culture bearers
and deities of the Balinese-Hindu religion (to be performed in sboundarye
sites) versus those suitable for presentation to tourists (to be performed in
«frontiere sites) (Dunbar-Hall 2001). Despite attempting to provide de“ni-
tive guidance relating to this issue, «in time, and over practice . . . slippage*
(Bruner 1996, 167) has occurred concerning the music and dance reper-
toire performed for tourists. Nevertheless, such a process now means that
the «Balinese are used to coping with many levels of meaning and function,
and the tourist dimension has been merged into the traditional framework,
rather than permitted to destroy it (Sanger 1988, 102).

Similarly, in the 1960s, the establishment of music and dance conser-
vatories in Bali by the Indonesian government as san authentic product of
the orde barue (Tenzer 2000, 99) has also inuenced the development of
cultural tourism on the island. For instance, sta and students associated
with these institutions have created numerous new music and dance pieces
that, in turn, conservatory graduates have disseminated across the island
(Bandem and deBoer 1981, 87). In light of this, some enewe music and
dance forms are not only established in the traditional canon, but are also
regularly performed for tourists (Picard 1996b).1® In addition to devising
new forms, Balinese conservatories have played a vital role in preserving
and reviving many older musical forms and their associated dance styles,
including Gamelan Gambuh and Gamelan Semar Pegulingan (Ramstedt
1991, 114).Y Likewise, the annual Bali Arts Festival Pesta Kesenian Ba)i
which was “rst established in 1979 in association with the Balinese conser-
vatories, not only contributes to the safeguarding of older music and dance
practices, but also encourages the creation of new works (Foley and Suman-
dhi 1994; Hough 2000; Noszlopy 2002). Intended primarily for local Bali-
nese audiences, few tourists attend the Bali Arts Festival, however. Thus,
and following Dunbar-Hall (2001), it could be inferred that the Bali Arts
Festival is more of a *boundarye sité® This contrasts with practices in the
village of Ubud, situated in the south-central administrative district of
Gianyar, and a popular location in which tourists and ethnographers expe-
rience traditional Balinese music and dance performances. Such tourist-
focused presentations and select ceremonial festivities, to which tourists
are sometimes permitted, serve as the primary «frontiere sites (Dunbar-Hall
2001) for visitors to Bali.

ARRIVING IN UBUD AS THE TOURIST-ETHNOGRAPHER

In contrast to the southern beach resorts of Kuta and Sanur, the village
of Ubud is staged as being remote, or *non-touristic,Z in order to induce
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tourists to «discoverZe (MacCannell 1973, 594) what is, in e ect, a bustling
and ever-expanding village heavily dependent on tourism (Bruner 1996,
158; Gibson and Connell 2005, 9). Styled as the cultural scentere of Bali
(Bakan 1999, 23; Hatchwell 1990, 435; MacRae 1999; Pendit in Vickers
1994, 205; Picard 1996a, 83...89), Ubud also attracts a substantial number
of visitors (and ethnographers), many of whom choose to attend one or
more of the numerous cultural performances staged every evening in and
around the village. By means of observing the «front stagee activities (Mac-
Cannell 1973, 1976) at such events, tourist performances in Ubud rearm
for many visitors a certain simagology . .. of traditional folk costumes,
traditional musical instruments and forms of expressions (Baumann 2001,
16; see also Sarkissian 2000, 10). As <frontiere sites (Dunbar-Hall 2001)
in the Balinese etouristic borderzonee, Bruner (1996, 158) also notes that
while tourists may view such settings as leisure contexts in which they can
consume certain aspects of traditional culture, the Balinese associate such
sites with swork and cashe.

In 2003, when | “rst traveled to Bali to conduct ethnomusicological
research with children, | chose to base myself in Ubud because the village
was (in)famous as a sfrontiere site (Dunbar-Hall 2001) of musical activity.
During this early stage in my “eldwork, | observed and documented several
tourist performances in which children performed. In order to improve my
pro“ ciency in Indonesian and Balinese to be able to communicate with
potential child informants, | also enrolled in language lessons at the Pon-
dok Pekak Library and Learning Centrel® Built within the con® nes of a
traditional Balinese family compound located on Monkey Forest Road
(Jalan Wanara Wang, the «Pondok Pekake is a well-known haunt for tour-
ists, ethnographers, expatriates, and local Balinese. As part of the orga-
nizationss business model, the library provides educational programs for
adults and children. These programs include language lessons and instruc-
tion in the Balinese arts, for example, traditional dance, gamelan music,
or mask carving. The (tourist) income generated from these activities, as
well as additional private donations, enables the Pondok Pekak to employ
local teachers to provide Balinese children who live in the proximity of the
library with access to free gamelan music and traditional dance lessons (see
also Ramstedt 1991, 116).

One afternoon, | remained at the Pondok Pekak following the conclusion
of a language lesson to watch a childrenes dance practice. After observing
how the instructor sang aloud to reinforce the ecore melodyePokok) of the
gamelan music accompaniment to the dances provided by a CD recording,
| wished to understand what it was that the dance teacher was saying and
why she sang the musical accompaniment to the various dances rehearsed by
the children. To investigate this issue, | spent the next three months study-
ing the solo male warrior dance, Tari Baris Tunggal, with the childrenss
dance teacher, Ni Luh Happy Pariamini?® | remained at the Pondok Pekak
after each lesson to observe the childrenss rehearsals; similarly intrigued
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by my study of traditional dance, some of the children started to arrive
prior to the commencement of their own rehearsals in order to observe
the conclusion of my dance lessons. Consequently, |,,as the sgazinge (after
Urry 1990) tourist-ethnographer, struggling to execute nuanced Balinese
dance movements,was subjected to what Stokes (1999, 142) terms the
eethnographic/touristic gaze gaze backe (see also Cooley 1999). Despite this
mutual gaze, the children at the Pondok Pekakts#ll tended to regard me as
a tourist and kept their distance from me. After discussing this setback dur-
ing a break in one of my dance lessons, Happy invited me to visit her dance
studio (Sanggar Tar), Sanggar Tari Mumbul Sari in Keramas, a village not
far from Ubud, to meet not only her husband, | Wayan Suarta? but also
the 150 children that regularly attended twice-weekly dance lessons in her
family compound.

FROM TOURIST TO ETHNOGRAPHER IN KERAMAS

Renowned as a center for folk opera Arja) performance, Keramas is a
25-minute motorcycle ride from Ubud. During my “ rst visit to observe a
childrenss dance rehearsal at Sanggar Tari Mumbul Saf | was surprised
when Happy instructed me to participate in the lesson whenever the boys
took to the ” oor of the open pavilion (Wantilan) in which the rehearsal
took place. According to Happy, | had to participate if | was to improve
as a student of Balinese music and dance. Atrst, the sight of a tall, white
man attempting to follow the movements of diminutive boy dancers caused
much hilarity among all of those present. Parents who witnessed my par-
ticipation in the childrenes rehearsals were also bemused as to why a tourist
would wish to learn to dance in this manner. Moreover, not only is it highly
unusual for Balinese adults to study dance without ‘rst having learned as a
child, but also it would have been unimaginable for Balinese adults to par-
ticipate with children in this way. Nevertheless, my participation in the chil-
drenes lessons over the subsequent few weeks gradually paid .cAlthough
the children were unaware of my complex but "uid evolution from tourist
to ethnographer, the boys and girls at theSanggargradually perceived my
transition from mere tourist to touristic «Others, someone who looked like
but did not necessarily behave like a tourist or other adults®

In an e ort to develop my relationship with the children at the Sanggar
I moved from Ubud to Keramas to live with Happyes family. Within days of
relocating to Keramas, small groups of children began to visit theSanggar
to observe and indeed egaze backe (Stokes 1999, 143) at the «touriste outside
the con“nes of their own dance lessons. So, for example, while | sat typing
up “eld notes on my laptop, the children would wander in and out of my
room to rummage through my belongings, open up my equipment bag, and
stare at my “eld note journals (Mclntosh 2006). Progressively, after many
such visits during which the children spoke endlessly among themselves
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in Balinese but never to me, | started to initiate conversations with them.
Despite the polite practice in Indonesia to address a man with whom one
is not familiar as Pak, the Indonesian form for «Mr.e, during our initial
conversations, the children simply referred to me as <Jone. Subsequently,
and as a result of waiting for boys and girls to decide whether or not they
would work with me as an ethnographer (after Corsaro 1985), the children
assigned to me various roles that enabled me to further my research. For
instance, in the con“nes of the SanggaH not only partook in the childrenes
dance lessons, but boys and girls also invited me to participate in their
play activities and song-games. However, because | rode a motorcycle and
studied dances not taught to the children at theSanggar such as various
forms of mask dance (for example, Topeng?*), the children also chose to
assign sadulte roles to me. These roles included being someone who trans-
ported them to and from rehearsals and performances, as well as being an
eadulte apprentice to Happyes husband, Wayan, whenever | performed with
him at various ceremonies in and around Keramas. In addition to being
responsible for documenting the childrenss dance performances, | learned
how to apply the boyse makeup and help dress them in their costumes,
tasks in which not even the most skilled child dancers at the Sanggare
pro“ cient (see Mcintosh 2012, 203). In light of this, | gradually became
privy to ebackstagee (MacCannell 1973, 1976) contexts and activities, to
which tourists rarely have access. Upon re&ction, the multiple roles that
the teachers and students assigned to me clearly signify the complex posi-
tion | occupied as stheire tourist-ethnographer.

CHILDRENeS PARTICIPATION IN THE TOURIST
PERFORMANCE AT THE PONDOK PEKAK, UBUD

Despite now living in Keramas, | frequently returned to the Pondok Pekak
in Ubud not only to visit the children with whom | had become acquainted
at the start of my “ eldwork, but also to document the weekly tourist perfor-
mance that took place at the library. Entitled <.egong and other Favourite
Dancese, this performance is similar to many of the other tourist shows
presented in Ubud? What di erentiates the Pondok Pekak performance
from others is that children perform most of the solo and ensemble dances
included in the program.?®¢ As the dance teacher employed at the Pondok
Pekak, Happy is responsible for training and sometimes recruiting chil-
dren to perform in the organizationes tourist presentation. Consequently,
Happy sometimes arranges for boys and girls from Keramas to perform
at the library. However, because of the professionalization of the Balinese
performing arts,?” a process in"uenced by the establishment of music and
dance conservatories as well as the impact of tourism, only children with
prodigious dance skills and substantial performance experience are invited
to participate in such performances?® Despite receiving little remuneration,
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the nature of the disciple...student relationship in Bali ensures that boys and
girls from Keramas almost always accept Happyes invitation to partake in
the Pondok Pekak tourist performance. According to Bruner (1996), sites in
the etourist borderzones« are screative,» and therefore Balinese boys and girls
are creative when they perform for tourists. It could be argued, however,
that by deciding which boys and girls will perform and what roles they
will present, Happy, the Balinese tradition, and the expectations associated
with tourist performances circumscribe the potential creativity of child
dancers in the Pondok Pekak tourist presentations. It would be di cult for
tourists to engage with inferior performances, thus implying that less pro*
cient child dancers could turn a «frontiere site into more of a sboundary- site
(after Dunbar-Hall 2001).

In August 2004, however, members of the Pondok Pekak music and
dance studio, Sanggar Seni Pondok Pekak, decided to diversify the format
of the libraryss weekly performance and produce a childrenss pantomime
dance-drama Sendratarj) for tourists.?® My participation in the Sendra-
tari involved several activities, such as transporting two boy dancers from
Keramas to Ubud, applying their makeup prior to the performance, and
recording the event on behalf of the children. Being the childrenes ethnog-
rapher meant that although my <front stagee actions (MacCannell 1973,
590) in documenting the performance may have appeared similar to those
of eother tourists,» the purpose and intention of my presence at the event
was quite di erent. Indeed, being *backstages (MacCannell 1973, 590)
with the children prior to the performance a orded me the opportunity
to discuss with them aspects of their participation in the occasion. For
instance, despite the intense rehearsal period leading up to the event, the
three children from Keramas who were to participate in the Sendratari
displayed few nerves about their immediate performance (see Figure 2.1).
For them, performing for tourists at the Pondok Pekak was a *fun activitye.
13-year-old Sadih spoke at length about how he had ¢looked forward to the
performancees because the opportunity to participate in theSendratariwas
going to be «a new experiences (personal communication, Ubud, August
15, 2004). Elaborating on this point, Sadih said that neither he, Tomi, nor
Putu (the other two children from Keramas in the production), nor, for that
matter, the other child dancers from Ubud had previously participated in
a Sendratari Sadih also mentioned how, at times, the rehearsals for the
event had been «di culte, primarily because the troupe of child dancers had
not rehearsed together prior to the afternoon of the performance. Despite
such di culties, the pre-performance rehearsal had smade things easiere,
and he was looking forward to the opportunity to improvise around the
set choreographic sequences assigned to his character in the productiéh.
It is signi“ cant to note that less professionally adept child dancers would
have been unable to perform to this capacity and could have threatened the
quality and subsequent touristic expectations of the performance. The chil-
dren behaved instead like professional adult dancers who rarely rehearse
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Figure 2.1 The principal child dancers in the Pondok PekakSendratari tourist per-
formance. Note: Tomi is second from the left, Putu is in the center, and Sadih is stand-
ing on the right-hand side. Photograph by the author, and used with permission.

but have the facility to improvise within the stylistic (music/dance/drama)
parameters of the performance genre. From Sadihes remarks it is clear that
the Sendratari provided the child dancers involved in the project with an
opportunity to further develop their skills,adhering to Rosaldoes (1989,
208) de“ nition of a *borderzones as a site of screative cultural productions,,
and to gain recognition from not only their teacher but also tourists within
the context of a professional, «frontiers performance (after Dunbar-Hall
2001; McKean 1989, 131).

Keen also to gain insights into how children relate to the categoriza-
tions of Balinese music and dance, | asked Sadih, Tomi, and Putu Ben-
dratari was a secular or sacred form. Fixing me with a somewhat puzzled
look, 12-year-old Tomi informed me that because the childrenssSendratari
would be presented for touristse, it was a esecular performances (personal
communication, Ubud, August 15, 2004). Agreeing with Tomi, 9-year-old
Putu (she is also Happyes daughter) told me that even when presented as
part of a temple ceremony in Keramas, in which context it is performed as a
means of entertainment for the sgods and human beingsSendratariis estill
seculare (personal communication, Ubud, August 15, 2004). The responses
of Tomi and Putu concerning the categorization of Sentratarisuggest that,
despite their formative years, child dancers in Bali are cognizant of the
spiritual and human audiences for which their performances are intended.
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Therefore, while these child dancers at the Pondok Pekak tourist perfor-
mance in Ubud have little authority and are accorded little power vis-a-vis
their performance, their worldly approach to performing for tourists in
etouriste contexts shows them to be both eculture bearerse (after Dunbar-
Hall 2001), though largely unrecognized, and creatively active within the
Balinese stouristic borderzones (Bruner 1996).

CHILD PERFORMERS NEGOTIATING TOURISM
AT A CREMATION CEREMONY IN KERAMAS

In addition to documenting childrenes participation in the Pondok Pekak
tourist performance in Ubud, | also conducted research with child perform-
ers when they performed sacred forms in various ceremonial contexts in
and around Keramas. For these events, and akin to my involvement in the
Pondok Pekak Sendratari presentation, | applied childrenes makeup and
helped them to dress in their costumes prior to performances, | escorted
them to and from the performance venues, and | acted as the childrenes
ethnographer/documentarian. My association with theSanggaiin Keramas
also facilitated my attendance at village temple and regional festivals. At
such events, those who did not know me referred to me using the Indone-
sian word Tamu, a term used to denote a foreigner. Upon hearing others
referring to me in this manner, however, the children took great care to
explain that | was not simply another tourist; according to them, | was
«Jone; | lived at the Sanggawith Happy and Wayan; | studied traditional
music and dance; and, most importantly, | was present at the ceremony to
record their participation in the event.

In accordance with the Balinese model for categorizing traditional music
and dance pieces, sacred forms should not be presented for tourists. Indeed,
performances involving sacred forms could be characterized as sboundary
sitese (after Dunbar-Hall 2001) from which tourists (and ethnographers) may
be excluded. Nevertheless, the Balinese sometimes permit tourists (and eth-
nographers) to observe sacred performances when presented in the context
of a temple ceremony if, for example, such individuals wear temple or tradi-
tional clothes (Pakaian Adat) to attend the event and behave in an appropri-
ate manner3! The children that | accompanied to such events were generally
ambivalent to the presence of other tourists or ethnographers that attended
such proceedings in Keramas. Nevertheless, on a few occasions boys from
the Sanggardid express to me their dissatisfaction regarding the presence of
tourists at sacred performance events in their village. In September 2004, the
presence and behavior of tourists at a cremationfengabenaror Ngaben) in
Keramas caused the children to become particularly upset.

At 9:00 a.m. on the morning of the cremation, the boys arrived at the
Sanggarfor their makeup and costumes, after which we all traveled in the
back of an open truck the short distance from theSanggarto the family
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compound of the deceased. Not long after entering the compound, and
as an o ering to the ancestors associated with the household, the boys
performed the group warrior dance Tari Baris Gede Following, the chil-
dren and | departed the compound and waited patiently at the side of the
main road (Jalan Rayg until noon, the time when the funerary procession
towards the village cremation ground would commence (see Figure 2.2).
Opposite from us congregated hundreds of tourists, many of whom were
not wearing temple clothes® Dressed in their checkered fabric Kamben
Poleng costumes, the boys suddenly found themselves the focus of the
touristse view" nders. Yet, one entity spoiled this traditional scene: the pres-
ence of the white ethnographer in temple clothes talking to the children.
After crossing the road to speak with me, one visitor asked if | could smove
out of the picturee to enable him to take a photograph of the children (per-
sonal communication, Keramas, September 21, 2004} So that the boys
could follow the conversation and discuss whether or not they wished to
agree to such a request, | informed them that the man wished for me to
move aside so that he could take their photograph. Looking a little per-
plexed, Tomi questioned why | eshould not be in the photographe (personal
communication, Keramas, September 21, 2004)? | responded that the man
wanted to take a photograph of boys in their costumes, a request to which
they begrudgingly agreed. Following, and seemingly agitated and irritated

Figure 2.2 Boy dancers from Sanggar Tari Mumbul Sari, dressed iffari Baris Gede
costumes awaiting the start of the funerary procession to the cremation ground in
Keramas. Photograph by the author, and used with permission.
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at the presence of so many tourists, the boys slowly turned their backs on
the ever-growing crowd opposite, which by this time were con“ned behind
metal barriers erected by the village security o cers Pecalang who were

in charge of keeping order at the event. After turning away from the tour-
ists, the children spoke among themselves so quickly in Balinese that |
founditdi cult to follow what they were saying. After | inquired in Indo-
nesian as to whether anything was wrong, several of the boys told me that
they were sunhappye with the presence of tourists at the event because they
considered the cremation to be a esacred occasione (personal communica-
tion, Keramas, September 21, 2004¥° The boys also made it clear to me
that they thought it simpolitee that so many of the tourists had not worn
temple clothes to attend the event.

Interrupting our conversation, the crashing metallic sounds of a&Gamelan
Beleganjurensemble signaled the start of the funerary procession to accom-
pany the body of the deceased to the cremation ground Suddenly, there
was much noise and animation among the villagers gathered in the street as
the corpse, wrapped in a white shroud, was carried from the family com-
pound and placed in the cremation tower3” A large group of men from the
village then lifted the cremation tower up o the ground, and the proces-
sion,involving village priests ( Pemanku), a visiting high priest (Pedandg,
the gamelan orchestra, the boy dancers, members of the deceasedss family,
and other villagers,commenced its slow journey toward the cremation
ground. The tourists followed the procession, some of them choosing to
walk while others opted to ride in the back of cars and minivans.

Upon reaching the cremation ground, which is situated south of the vil-
lage towards the se&® the corpse was removed from the cremation tower and
placed in a large wooden sarcophagusdRantulanganor Tulang) constructed in
the form of a white bull decorated with gold. ¥ Surrounding the sarcophagus
stood many of those who had participated in the procession, including the boy
dancers and me. One of the priests instructed the boys to perform a shortened
version of Tari Baris Gedg following which they proceeded to walk three
times around the sarcophagug? Having completed this task, and with their
participation in the event complete, the boys and | clambered into the back of
a truck to return to the Sanggar Departing before the lighting of the funeral
pyre, the truck had to negotiate its way through the throngs of tourists, who
were by now positioned all around the edges of the cremation ground*

While sitting on the ” oor of the truck, | took the opportunity to ask the
boys about the presence of tourists at the cemetery. Ten-year-old Komang
Joni was “rm in his view that tourists should enot have come to the cremation
grounde, a sentiment shared by many of the other boys (personal communica-
tion, Keramas, September 21, 2004). Thus, and in contrast to performing for
tourists in Ubud, or exhibiting the dance Tari Baris Gede in the company of
tourists in the context of other temple ceremonies, the children were uncom-
fortable with the presence of tourists at the cremation in Keramas, an occasion
that according to them amounted to eslippages (Bruner 1996, 167) between
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eboundarye and efrontiers sites (Dunbar-Hall 2001). Moreover, as a *bound-
arye site (Dunbar-Hall 2001), the boys also believed that tourists should have
been restricted from attending the cremation ground. Taking this further, the
childrenes remarks also a rm Bruneres (1996, 159) assertion that as an event
performed in the etouristic borderzones, the cremation was a ssite of strugglee
where the children had elittle or no room for manoeuvres (Bruner 1991, 241),
for example, concerning the calls from the tourists to take photographs of
them while they were awaiting the start of the funerary procession. This sense
of struggle could also possibly be re&cted in the noticeable change in mood
among the children when they entered the stourist gazee (Urry 1990) after
having performed Tari Baris Gedein the family compound of the deceased,
a context to which tourists were not permitted. Moreover, the childrenes
remarks imply criticism of and a certain resistance toward the decision of the
village elders to capitalize on a sacred event, buying into the very commercial-
ist tourism that many researchers and commentators bemoan eis responsible
for the ongoing desacralization and detraditionalisation of pre-modern cul-
tural space (Greenwood 1977)e (Stokes 1999, 147) in Bali. In relation to this
point, 14-year-old Nomber re” ected that on entering the street after perform-
ing in the compound of the deceased, he somehow felt more eself-consciouse
knowing that tourists were watching him (personal communication, Kera-
mas, September 21, 2004). In light of this, the boys as eculture bearerse (after
Dunbar-Hall 2001) struggled to disentangle their roles or to even maintain
an appropriate for-tourists performance mien while standing in the street,
because the event was not framed in terms of the usual performance for tour-
ists on a (Western) etourist stagee (as is the case for the Pondok Pekak tourist
presentation). Consequently, my progression from tourist (sfront stagee) to the
childrenes ethnographer, and my liminal position of not being a culture bearer
but also not being a tourist, allowed me to be aware of the *backstagee (after
MacCannell 1973, 1976) ambivalence the children felt about this important
sacred event, and the role they were expected to play in it. Again, my liminal
role as the tourist-ethnographer put me in a unique position. Not only was |
privy to the boyse critical evaluations of their elders as etheire touristic other,
but as an ethnographer | was aware of the ethical implications if | were to
break con“dence with the children regarding their thoughts relating to this
matter. Obviously these were opinions they never would have said to a tour-
ist, nor to any of the adults in their everyday lives. Consequently, they clearly
trusted me with this information.

CONCLUDING REFLECTIONS ON BEING THE
CHILDRENeS TOURIST-ETHNOGRAPHER

With reference to research pertaining to musical tourism, this chapter has
focused on child dancers in Bali to illustrate how children perform for
tourists in eboundarye and frontiere sites (Dunbar-Hall 2011). In doing
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so, it examined how children who are cognizant of and competent within
the touristic realities of life in Bali negotiate tourism in the «liminals (after
Turner 1967) context of learning to become eculture bearerse (Dunbar-Hall
2001). By highlighting how boys and girls shaped my development as their
tourist-ethnographer, fellow dancer, and friend, the chapter has also out-
lined how | was privileged to behind-the-scenes activities to which tourists
rarely, if ever, have access. While other researchers who investigate musical
tourism discuss how they traverse from sfront stagee to sbackstages (Mac-
Cannell 1973, 1976) in various tourist performance contexts (for example,
Rees 1998; Sarkissian 2000), scholars have tended not to focus on chil-
drenes performances. Therefore, my success as an adult «Others whom chil-
dren chose to welcome into their world (after Corsaro 1985) enabled me
to critically re” ect on the ethical implications that arise when conducting
musical tourism research with children, as well as those that arose due to
my complex role as a tourist-ethnographer. This unique access to a domain
from which most Balinese adults are excluded essentially served to subli-
mate the stouriste/sculture beareres dichotomy (Dunbar-Hall 2001).

In order to demonstrate how | came to occupy a liminal position as
a tourist-ethnographer, the chapter “rst provided a contextual introduc-
tion to the cultural village of Ubud. It was in this site where | “ rst com-
menced “eldwork in Bali and undertook research with the children who
attended dance lessons at a frontiere site (Dunbar-Hall 2001), the Pon-
dok Pekak Library. In order to better comprehend how children negoti-
ate cultural tourism, and the ways in which they draw clear distinctions
between tourist and enontouriste performances, | relocated to the nearby
village of Keramas, where | successfully conducted child-focused research
with approximately 150 children who facilitated the development of my
skills as an ethnographer, while | was gradually becoming conscious of the
myriad obligations of my research with child performers (Mclntosh 2006).
The chapter then contrasted how child dancers from Keramas approached
with equanimity performing for tourists in Ubud vis-a-vis the dissatisfac-
tion some children felt at having to perform in the presence of tourists at a
cremation in their village. The juxtaposition of childrenes participation in
the above two contexts outlines the liminal position of child dancers, as
well as how the liminal roles o ered to me by these same children enabled
me to negotiate *boundarye and frontiers music and dance performances
(after Dunbar-Hall 2001), which, while occurring within the Balinese
etouristic borderzone,» were not only ecreative sites of expressions (Rosaldo
1989, 208) and but also esites of struggles (Bruner 1996, 157). While it
could be argued that Balinese child performers are the unwitting victims
of musical tourism, ever powerless and dominated by their elders and the
economic necessities of the 21st century, clearly these nascent culture bear-
erse inhabit the creative capacity and deep cultural understandings of their
forebears. It is with these qualities and skills that they critically evaluate
the persistent onslaught of modernization, commercialization, and tourism
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in contemporary Bali. Consequently, such research focusing speaally
on minors is necessary and important because it provides scholars with a
deeper understanding of how such issues a&ct the everyday lives of chil-
dren and child performers within musical tourism contexts.
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NOTES

1.

Synonymous with Indonesia, but particular to the islands of Java and Bali,
a gamelan ensemble includes metallophones (large glockenspiel-like instru-
ments), gongs, and drums. Through the interaction of players and instruments
within an ensemble, gamelan music stresses notions of unity, community,
and totality (see Keeler 1975).

. In Bali, gamelan music always accompanies traditional dance, and to become

a successful dancer, boys and girls must embody the requisite high-level
musical skills required to lead, cue, and communicate with the members of a
gamelan ensemble during a performance.

. Dunbar-Hall (2001, 176) states that Ubud is located «at the apex of a tri-

anglee (that also incorporates the southern beach resorts of Kuta and Sanur).
In the early years of tourism development in Bali, and so that the Balinese
could pro* t from tourists but protect the rest of the island from outside in” u-
ences, it was intended that visitors should be con“ned to this etriangles (see
also McKean 1989, 132).

. Although di cult to translate, the term Kebyar refers to a esudden outburst,

«like the bursting open of a ” owerZs (McPhee 1966, 328). As an onomato-
poeic term, Kebyar also denotes the sexplosive unison attacks (McPhee 1966,
328) with which all Gamelan Gong Kebyar compositions commence.

. As a young composer living in New York, Colin McPhee “rst became aware

of Balinese gamelan music via recordings produced in 1928 by the Odeon/
Beka record company (Herbst 1999; Oja 1990, 63). McPhee was so fasci-
nated by Balinese music that he lived in Bali almost continuously from 1931

until 1939 when the rumblings of the Second World War necessitated not

just his departure but also that of many of the other Western scholars and
expatriates living on the island at the time (McPhee 1944/2002; also see Oja
1990).

. The «link between culture and economy in Balie (Yamashita 2003, 86) apro-

pos the introduction of tourism to the island at this time was not necessarily
new, however. Traditionally, Balinese performance troupes were paid a fee to
present music, dance, and drama productions (see also Bowers 1956, 240).

. Gamelan Gambuhis the oldest form of classical dance-dramain Bali. Almost

all other Balinese music, dance, and drama forms originate from this genre.

. A royal court ensemble, Gamelan Semar Pegulingan was traditionally per-

formed outside the kinges bedchamber.
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. Gamelan Gong Gede is a large ceremonial gamelan ensemble.
. Prior to the island-wide craze forGamelan Gong Kebyarin the early decades

of the 20th century, ensembles includingsamelan Gambuh, Gamelan Semar
Pegulingan and Gamelan Gong Gedehad been prevalent throughout south
Bali.

New Gamelan Gong Kebyar compositions were created especially for this
tour, including the Dance of the Bumblebees Tari Oleg Tamulilingan). A
duet presented by a female and male performeiari Oleg Tamulilingan has
since been absorbed into the Balinese performance canon, with child dancers
continuing to study and perform this dance.

Although performed outside the con“nes of traditional dance-drama pro-
ductions, many Tari Lepasare still «to some extent, programmatice (Sanger
1991, 48).

Traditionally, performances of sacred music and dance were reserved for
the gods of the Balinese-Hindu religion, with other forms presented for the
enjoyment of spiritual deities as well as human beings. In the late 1960s,
however, the inclusion of ritual forms of music and dance in some tourist
performances led Balinese religious leaders, government eials, and per-
formers to become anxious about the desacralization of the traditional per-
forming arts through tourism.

For further discussion regarding the categorization of Balinese music and
dance, see Dibia and Ballinger (2004), Gold (2005), Picard (1990a), and
Sanger (1989).

In 1978, and because of confusion among some regional music and dance
practitioners, the model relating to the categorization of traditional music
and dance was revised to *stress the functione (Picard 1990a, 67) and not nec-
essarily the context in which music and dance pieces should be performed. It
remains the case, however, that ritual forms intended for presentation to the
gods of the Balinese-Hindu religion should not be performed for tourists.
This includes secular works, such as the welcome danc&ari Panyembrama,
and the Bird of Paradise Dance Tari Cendrawasi), which are not only fre-
quently included in tourist performances, but also integral to the repertoire
studied by aspiring child dancers in Bali.

As aresult of the preservation and revival activities of the Balinese music and
dance conservatories, some older forms, includingsamelan Gambuh, are
now presented for tourists. Consequently, tourism has also become <a vital
element in the survival and revival of cultural formse (Sanger 1988, 100).

It should be noted, however, that performance troupes from the other parts
of Indonesia, as well as gamelan ensembles from outside Indonesia (most
notably the group Gamelan Sekar Jaya from California, US), sometimes per-
form at the Bali Arts Festival.

Established in 1995 by American expatriate Laurie Billington (1958...2009)
and her Balinese husband, Made Sumendra, the Pondok Pekak Library and
Learning Centre (Perpustakaan Pondok Pekak) is a private organization that
o ers library-lending services and educational classes to tourists and mem-
bers of the expatriate community, as well as Balinese adults and children
who live in and around Ubud.

Born in 1971 in Singaraja, situated in the northern administrative district of
Buleleng, Ni Luh Happy Pariamini (known as *Happye) is a graduate of the
Balinese music and dance conservatory that is now known as the Indonesia
Institute of Arts, Denpasar (Insitut Seni Indonesia, Denpasar).

Born in 1969 in Keramas, a village located in the south-central administra-
tive district of Gianyar, | Wayan Suarta (known as «Wayane but also called
*Rawite) is also a graduate of the Balinese music and dance conservatory.
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In the remainder of the chapter, | will refer to Sanggar Tari Mumbul Sari
simply as theSanggar

Although | regularly took part in the childrenss dance rehearsals, | never
attempted to behave in a childlike manner (see Laerke 1998). Instead, my will-
ingness to participate in the childrenes lessons and acquire the necessary skills
to be able to perform various dances in public served to communicate to the
children that | was not simply a touriste, but an *ethnographers who wanted
to learn from and with them. Having established this fact, the teachers at the
Sanggarthen discussed the various aspects of my research with the childrenss
parents. Following, parents gave verbal consent for their son or daughter to
participate in the research. Throughout the research process, | also always
sought verbal permission from children to take photographs or videos during
rehearsals and performances. For a detailed discussion pertaining to the ethni-
cal implications of my research with children in Bali, see McIntosh (2006).
Topeng is a traditional mask dance-drama, the plots for which are derived
from Balinese historical chronicles Babad).

The Pondok Pekak tourist performance comprises six or seven free dances
(Tari Lepas) that follow an instrumental overture performed by the Sanggar
Seni Pondok Pekak adult male gamelan ensemble. Not all tourist presenta-
tions follow this format, however, with some troupes choosing to perform
Balinese dance-drama productions, includingSendratari Ramayana Bal-
let, Kecak, and Barong (a masked, mythical beast performed by two male
dancers). Like many other tourist performances in Ubud, the Pondok Pekak
presentation also makes use of a Western-style stage (decorated to look like
a Balinese temple setting) that faces the audiencBgnggung and not a tradi-
tional three-sided Balinese stagekalangan) (see Picard 1990a, 54).

These include a welcome danceTari Panyembramg), a solo male warrior
dance (Tari Baris Tunggal), a cross-dressing seated danceldri Kebyar
Duduk), a work for three girl dancers (Tari Legong Kraton), and occasion-
ally the Dance of the BumblebeesTari Oleg Tamulilingan ). Adult perform-
ers associated with Sanggar Seni Pondok Pekak may also present other
dances, for example, the Bird of Paradise DanceTari Cendrawasih), which

is performed by two female dancers, and a solo male mask dance depicting a
demonlike “gure (Tari Jauk Manis).

In relation to this point, Sanger (1988, 92...96) notes that Balinese musicians
and dancers never compromise performance standards for tourist audiences,
be they performers, children, or adults (see also McKean 1989, 123).

The decision to include less pro'tient child dancers in the Pondok Pekak pro-
duction could potentially result in a lower standard of performance, thus serv-
ing to denigrate not only Happyes reputation as a renowned teacher, but also the
standing of the libraryss presentation in the competitive Ubud tourist market.
Sendratariis a pantomime dance-drama, with the term being an acronym
of the Indonesian words for art (Sen), drama (Drama), and dance (ari).
Devised by Javanese music and dance conservatori€dendratari was “rst
introduced to Bali in the early 1960s (Bandem and deBoer 1981, 86; deBoer
1996; Dibia and Ballinger 2004, 96). In a BalineseSendratari performance,
the dancers mime their roles, a gamelan ensemble accompanies the perfor-
mance, and a male singer-cum-narrator Juru Tandak) provides the com-
mentary for the audience. Consequently, Dibia and Ballinger (2004, 96) note
that «it may be di cult for non-Balinese to understand the nuances of Send-
ratari due to the use of colloquial Balinese language.s

Similar to other Balinese dance-drama genresSendratari has a number of
estock characterse, the identities of which are based on speda“*movements,
gestures and body-coded positionses (Rubin and Sedana 2007, 83).
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To attend a Balinese temple ceremony, it is expected that men and women
should cover their shoulders and knees. In particular, men wear a head cov-
ering (Udeng), a T-shirt or shirt (Baju), a sarong Kamben), a piece of cloth
worn over the sarong Sapuf, and a sash Selendanyworn around the waist;
women wear a long-sleeved blouseKebaya), a sarong Kamben), as well as
a sash Gelendany around the waist.

In common Balinese languagePengabenanor Ngaben (Palebonanin high
Balinese language) involves a series of rituals designed to release the soul of a
corpse. The cremation is the sthe climax of pengabenanfollowing which a
esecond, complementary series of ceremoniese ensures the return of the now-
released soul . . . to Gode (Eiseman 1990/2004, 116).

A week earlier, an announcement pertaining to the cremation in Keramas
had appeared on the notice board in the Ubud tourist o ce. | had observed it
when,as part of my ethnographic research, | had gone to the Ubud tourist

0 ce to collect promotional " yers for tourist performances! The announce-
ment concluded with the words: «To attend the cremation, tourists must wear
temple clothes (pakaian adat). Ticketed transport will be available from out-
side the tourist o ce on the morning of the event.e

As a stourist objecte (after Morris 1995) at the cremation in Keramas, my
presence with the children did not conform to touristic expectations of the
event.

The childrenes response to the presence of tourists at the cremation in Kera-
mas contrasts with “ndings by Chappell (2011, 56) who, as a result of his
research on cremations and tourism in Ubud, states that «depending upon the
social class and demeanor of the family or village, tourists are welcome to
view cremations without experiencing a suppressed animosity on the part of
the Balinese participating in the ceremony.e

A Gamelan Beleganjurensemble consists of numerous sets of large crash
cymbals Ceng-Ceng KopyaR, several handheld kettle chimes of various
sizes Bonang/Reyongand Ponggang, a timekeeper "at gong (Kajar), two
conical drums (Kendang), a gong with a sunken bossBendé, a medium-size
suspended gong with a raised bosd{empur), and two large suspended gongs
each with a raised boss Gong Ageng. The Bende Kempur, and the two
Gong Ageng are suspended on separate long wooden poles, each of which
is carried on the shoulders of two musicians. For a detailed discussion of
Gamelan Beleganjur see Bakan (1999).

In Bali, corpses are usually transported to the cremation ground in elabo-
rate pagoda-like towers Bade) constructed from wood and bamboo that
are decorated with colorful ornaments. For a detailed discussion of Balinese
funerary rites, see Connor (1995, 1996), Covarrubias (1937/1973, 359...88),
Eiseman (1990/2004, 115...26), and Hobart (1978).

The connections among people, landscape, and the spirit world are inte-
gral to the way in which the Balinese conduct their everyday activities. In
Bali, the concept of Kaja meaning eupstreame or stowards the mountain,e
denoting Balies highest volcano, Mount Gunung (Gunung Agung, meaning
*Great Mountaine), is associated with benevolent spiritual deities. In con-
trast, Kelod, meaning sdownstreame or stowards the seae, is associated with
malevolent spirits (Hobart 1978; Mclntosh n.d.; Stuart-Fox 2002, 4...5).
Because of their association with destructive spiritual entities, cremation
grounds and cemeteries tend to be located either sdownstreame or to the left
of a village, spatial orientations associated with Kelod

In Bali, the form of the sarcophagus in which a corpse is cremated varies
depending on the status of the deceased. Traditionally, high-caste Balinese
(Brahmana) are cremated in a sarcophagus in the form of bull llembu); the
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second highest casteKasatria) use a winged lion Singd; the third highest
caste Wesig use a deer Kambing); and low caste Sundrg use a “sh-ele-
phant (Gajah Mina). Caste also determines the color of the sarcophagus (see
Covarrubias 1937/1973, 373).

40. As if sensing my uncertainty as to what | was supposed to do at this point
in the cremation ceremony, a priest held out his hand and indicated for me
to come forward. For a split second, | froze to the spot, not knowing how to
react. After beckoning me forward a second time, the priest motioned for me
to join the boys as they circumnavigated the sarcophagus. Such an invitation
to participate in the funerary rites at the cremation site also served to under-
line my unique liminal position as the childrenss ethnographer in Keramas.

41. Similarly, Chappell (2011, 56) notes that although tourists may be <blocked
from viewing a cremation closely . . . they are still welcomed to watch from
a distance and are not totally extricated from the site.

REFERENCES

Abram, Simone. 1997. «Performing for Tourists in Rural France.e InTourists and
Tourism: Identifying People with Place, edited by Simone Abram, Jacqueline D.
Waldren, and Donald V.L. MacLeod, 29...49. Oxford: Berghahn.

Bakan, Michael B. 1999. Music of Death and New Creation: Experiences in
the World of Balinese Gamelan Beleganjur Chicago: University of Chicago
Press.

Bandem, | Made, and Fredrik E. deBoer. 1981Kaja and Kelod: Balinese Dance in
Transition. Kuala Lumpur: Oxford University Press.

Baumann, Max Peter. 2001. «Festivals, Musical Actors and Mental Constructs in
the Process of Globalization.sWorld of Music 43(2/3):9...29.

Boon, James A. 1977. The Anthropological Romance of Bali 1597...1972: Dynam-
ics Perspectives in Marriage and Caste, Politics and Religioit€ambridge: Cam-
bridge University Press.

Boon, James A. 1990. A nities and Extremes: Crisscrossing the Bittersweet Eth-
nology of East Indies History, Hindu-Balinese Culture and Indo-European
Allure. Chicago: Chicago University Press.

Bowers, Faubion. 1956.Theatre in the East: A Survey of Asian Dance and Drama
New York: Thomas Nelson.

Bruner, Edward M. 1991. «Transformation of Self in Tourism.» Annals of Tourism
Research18(2):238...50.

Bruner, Edward M. 1995. «The Ethnographer/Tourist in Indonesia.c In Interna-
tional Tourism: Identity and Change, edited by Marie-Frangoise Lanfant, John
B. Allcock, and Edward M. Bruner, 224...41. London: Sage.

Bruner, Edward M. 1996. Tourism in the Balinese Borderzone.» In Displace-
ment, Diaspora, and Geographies of Identity, edited by Smadar Lavie and Ted
Swenedburg, 157...79. Durham, NC: Duke University Press.

Chappell, Frank R. 2011. «Selling Your Relatives: The Impact of Cultural Tourism
on Balinese Ritual Life.e MA diss., Northern lllinois University.

Coast, John. 1953/2004.Dancing Out of Bali. Singapore: Periplus Editions.

Connell, John. 1993. «Bali Revisited: Death, Rejuvenation, and the Tourist Cycle.e
Environment and Planning D: Society and Space 11(6):641...66.

Connor, Linda H. 1995. «The Action of the Body on Society: Washing a Corpse in
Bali.e Journal of the Royal Anthropological Institute 1(3):537...59.

Connor, Linda H. 1996. «Contestation and Transformation of Balinese Ritual: The
Case of Nagaben Ngirit.e In Being Modern in Bali: Image and Changeedited by



Negotiating Musical Boundaries and Frontiers 81

Adrian Vickers. Southeast Asia Studies Monograph 43, 179...211. New Haven,
CT: Yale University Press.

Cooley, Timothy J. 1999. <Folk Festival as Modern Ritual in the Polish Tatra
Mountains.» World of Music 41(3):31...55.

Corsaro, William A. 1985. Friendship and Peer Culture in the Early YearsNor-
wood, NJ: Ablex.

Covarrubias. Miguel. 1937/1973. Island of Bali. New York: A.A. Knopf.

Cukier, Judie, Joanne Norris, and Georey Wall. 1996. *The Involvement of
Women in the Tourism Industry of Bali, Indonesia.e Journal of Development
Studies33(2):248...71.

Cukier, Judie, and Geo rey Wall. 1994. «Tourism Employment: Vendors in Bali,
Indonesia.eTourism Management 15(6):464...67.

Cukier, Judie, and Geo rey Wall. 1995. «Tourism Employment in Bali: A Gender
Analysis.« Tourism Economics 1(4):389...401.

Cukier, Judith. 1996. «Tourism Employment in Bali: Trends and Implications. In
Tourism and Indigenous Peoples edited by Richard Butler and Tom Hinch,
49...75. London: International Thomson Business Press.

Cukier-Snow, Judith, and Geo rey Wall. 1993. «Tourism Employment: Perspec-
tives for Bali.» Tourism Management 14(3):195...201.

Daniel, Yvonne P. 1996. «Tourism Dance Performances: Authenticity and Creativ-
ity.» Annals of Tourism Research23(4):780...97.

Darma Putra, | Nyoman, and Michael Hitchcock. 2006. *The Bali Bombs and the
Tourism Development Cycle.sProgress in Development Studie$(2):157...66.

Darma Putra, | Nyoman, and Michael Hitchcock. 2008. «Terrorism and Tourism
in Bali and Southeast Asia.s In Tourism in Southeast Asia: Challenges and New
Directions, edited by Michael Hitchcock, Victor T. King, and Michael Parnwell,
83...98. Copenhagen: NIAS Press.

deBoer, Fredrik E. 1996. Two Modern Balinese Theatre Genres: Sendratari and
Drama Gong.* In Being Modern in Bali: Image and Change edited by Adrian
Vickers. Southeast Asia Studies Monograph 43, 158...78. New Haven, CT: Yale
University Press.

Desmond, Jane. 1999. Staging Tourism: Bodies on Display from Waikiki to Sea-
world . Chicago: University of Chicago Press.

Dibia, | Wayan. 1996/2000. Kecak: The Vocal Chant of Bali. Denpasar, Bali: Har-
tanto Art Books Bali.

Dibia, | Wayan, and Rucina Ballinger. 2004. Balinese Dance, Drama and Music: A
Guide to the Performing Arts of Bali. Singapore: Periplus Editions.

Dunbar-Hall, Peter. 2001. «Culture, Tourism and Cultural Tourism: Boundaries
and Frontiers in Performance of Balinese Music and DanceJdournal of Inter-
cultural Studies22(2):173...87.

Dunbar-Hall, Peter. 2003. «Tradisi and Turisme: Music, Dance and Cultural Trans-
formation at the Ubud Palace, Bali, Indonesia.Australian Geographical Studies
41(1):3...16.

Dunbar-Hall, Peter. 2007. «=Apa Salah Baliku?Z (*What Did My Bali Do Wrong?2):
Popular Music and the 2002 Bali Bombings.c Popular Music and Society
30(4):533...47.

Eiseman, Fred B. 1990/2004Bali: Sekala and Niskala Volume 1. Essays on Reli-
gion, Ritual, and Art. Indonesia: Periplus Editions.

Foley, Kathy, and | Nyoman Sumandhi. 1994. «The Bali Arts Festival: An Interview
with | Nyoman Sumandhi.» Asian Theatre Journal 11(2):275...89.

Gibson, Chris, and John Connell. 2005.Music and Tourism: On the Road Again.
Clevedon: Channel View Publications.

Gold, Lisa. 2005. Music in Bali: Experiencing Music, Expressing Culture New
York: Oxford University Press.



82 Jonathan Mclntosh

Hannah, William. A. 1976/2004. Bali Chronicles: A Lively Account of the Islandes
History from Early Times to the 1970s. Singapore: Periplus Editions.

Harnish, David. 2005. «Teletubbies in Paradise: Tourism, Indonesianisation and
Modernisation in Balinese Music.s Yearbook for Traditional Music 37:101...23.

Hatchwell, Emily. 1990. Travellers Survival Kit to the East: From Istanbul to
Indonesia. Oxford: Vacation Work.

Herbst, Edward. 1981. «Intrinsic Aesthetics in Balinese Artistic and Spiritual Prac-
tice.e Asian Music 13(1):43...52.

Herbst, Edward. 1997. Voices in Bali: Energies and Perceptions in Vocal Music
and Dance Theater Hanover, NH: Wesleyan University Press.

Herbst, Edward. 1999. Liner Notes for The Roots of Gamelan: The First Record-
ings. Linden Hill Station, NY: World Arbiter 2001. CD Recording.

Herbst, Edward. 2006. Liner Notes for Dancers of Bali, 1952: Gamelan of Pelia-
tan. Linden Hill Station, NY: World Arbiter 2007. CD Recording.

Hill, Hal, ed. 1994. Indonesiass New Order: The Dynamics of Socio-Economic
Transformation. Honolulu: University of Hawaii Press.

Hitchcock, Michael. 2001. «Tourism and Total Crisis in Indonesia: The Case of
Bali.e Asia Paci“c Business Review 8(2):101...20.

Hitchcock, Michael, and | Nyoman Drama Putra. 2005. <Bali Bombings: Tour-
ism Crisis Management and Con’ict Avoidance.» Current Issues in Tourism
8(1):62...76.

Hitchcock, Michael, and | Nyoman Drama Putra. 2007. Tourism, Development
and Terrorism in Bali. Aldershot: Ashgate.

Hobart, Angela, Urs Ramseyer, and Albert Leemann. 1996. The People of Bali
Oxford: Blackwell.

Hobart, Mark. 1978. «The Path of the Soul. The Legitimacy of Nature in Balinese
Conceptions of Space.s IlNatural Symbols in South East Asig edited by George
Bertram Milner, 5...28. London: School of Oriental and African Studies.

Hobsbawm, Eric. 1983/1991. «Introduction: Inventing Traditions. In The Inven-
tion of Tradition, edited by Eric Hobsbawm and Terence Ranger, 1...14. Cam-
bridge: Cambridge University Press.

Hough, Brett W. 2000. The College of Indonesian Arts, Denpasar: Nation, State
and the Performing Arts in Bali.e PhD diss., Monash University.

Howe, Leo. 2005. The Changing World of Bali: Religion, Society and Tourism.
London: Routledge.

James, Jamie. 1999. <Travel: Ubud, the Heart of Bali.~Atlantic Monthly
284(2):26...32.

Johnson, Henry. 2002. <Balinese Music, Tourism and Globalistation. Inventing
Traditions within and across Cultures.e New Zealand Journal of Asian Studies
4(2):8...32.

Keeler, Ward. 1975. «Musical Encounter in Java and Bali.slndonesia 19(April):
85...126.

Laerke, Anna. 1998. By Means of Re-Membering: Notes on a Fieldwork with
English Children.s Anthropology Today 14(1):3...7.

Lau, Frederick. 1998. ssPackaging Identity through SoundZ: Tourist Performances
in Contemporary China.s Journal of Musicological Research 17(2):113...34.
Long, Veronica H., and Sara L. Kindon. 1997. «Gender and Tourism Development
in Balinese Villages.s InGender, Work and Tourism, edited by M. Thea Sinclair,

89...118. London: Routledge.

Long, Veronica H., Geo rey Wall, Michael V. Conlin. 1995. «Small Scale Tourism
Development in Bali.e InIsland Tourism: Management Principles and Practice
edited by Michael V. Conlin and Tom Baum, 237...57. Chichester: Wiley.

MacCannell, Dean. 1973. «Staged Authenticity: Arrangements of Social Space in
Tourist Settings.» American Journal of Sociology 79(3):589...603.



Negotiating Musical Boundaries and Frontiers 83

MacCannell, Dean. 1976. The Tourist: A New Theory of the Leisure Class Lon-
don: MacMillan.

MacRae, Graeme. 1999. «Acting Global, Thinking Local in a Balinese Tourist
Town.s In Staying Local in the Global Village: Bali in the Twentieth Century,
edited by Raechelle Rubinstein and Linda H. Connor, 123...54. Honolulu: Uni-
versity of Hawaii Press.

McCarthy, John. 1994. Are Sweet Dreams Made of This? Tourism in Bali and
Eastern Indonesia Northcote, Australia: Indonesia Resources and Information
Program.

McGraw, Andrew Clay. 2009. «The Political Economy of the Performing Arts in
Contemporary Bali.» Indonesian and Malay World 37(109):299...325.

Mclntosh, Jonathan. 2006. *How Playing, Singing and Dancing Shape the Ethnog-
rapher: Research with Children in a Village Dance Studio in Bali, Indonesia.e
Anthropology Matters 8(2). Accessed 20 March 2012. http://www.anthropolo-
gymatters.com/journal/2006...2/index.htm.

Mclintosh, Jonathan. 2010. «Dancing to a Disco Beat? Children, Teenagers and the
Localizing of Popular Music in Bali, Indonesia.s Asian Music 41(1):1...35.

Mclintosh, Jonathan. 2012. <Preparation, Presentation and Power: Childrenes Per-
formances in a Balinese Dance Studio.c IDancing Cultures: Globalization,
Tourism and Identity in the Anthropology of Dance , edited by Hélene Neveu-
Kringelbach and Jonathan Skinner, 194...210. Oxford: Berghahn.

Mclintosh, Jonathan. n.d. «Performing Emotional Connections in a Balinese Land-
scape: Exploring Childrenes Roles in a Barong Performance in Keramas, South-
Central Bali.e In Performing Gender, Place and Emotion in Music: Global
Perspectives edited by Fiona Magowan and Louise Wrazen. Rochester, NY:
University of Rochester Press.

McKean, Philip F. 1979. «From Purity to Pollution?: The Balinese Ketjak (Monkey
Dance) as Symbolic Form in Transition.e InThe Imagination of Reality: Essays
in Southeast Asian Coherence Systemedited by Alton L. Becker and Aram A.
Yengoyan, 293...302. Norwood, NJ: Ablex.

McKean, Philip F. 1989. Towards a Theoretical Analysis of Tourism: Economic
Dualism and Cultural Involution in Bali.e In Hosts and Guests: The Anthro-
pology of Tourism, 2nd ed., edited by Valene L. Smith, 119...38. Philadelphia:
University of Pennsylvania Press.

McPhee, Colin. 1944/2002. A House in Bali. Singapore: Periplus Editions.

McPhee, Colin. 1966. Music in Bali: A Study in Form and Instrumental Organiza-
tion in Balinese Orchestral Music. New Haven, CT: Yale University Press.

Morris, Meaghan. 1995. sLife as a Tourist Object in Australia.» In International
Tourism: ldentity and Change, edited by Marie-Francgoise Lanfant, John B. All-
cock, and Edward M. Bruner, 177...91. London: Sage.

Nettl, Bruno. 2005. The Study of Ethnomusicology: Thirty-One Issues and Con-
cepts Urbana: University of lllinois Press.

Noszlopy, Laura. 2002. «The Bali Arts Festival,Pesta Kesenian Bali: Culture, Politics
and the Arts in Contemporary Indonesia.c PhD diss., University of East Anglia.

Oja, Carol J. 1990. Colin McPhee: Composer in Two Worlds. Washington, DC:
Smithsonian Institute Press.

Picard, Michel. 1990a. sCultural TourismZ in Bali: Cultural Performances as
Tourist Attraction.e Indonesia 49(April):37...74.

Picard, Michel. 1990b. «Kebalian Orang Bali: Tourism and the Uses of *Balinese
CultureZ in the New Order Indonesia.c Review of Indonesian and Malaysian
A airs 24(2):1...38.

Picard, Michel. 1993. «sCultural Tourism in BaliZ: National Integration and Regional
Di erentiation.s In Tourism in South-East Asia, edited by Michael Hitchcock, Vic-
tor T. King, and Michael J.G. Parnwell, 71...98. London: Routledge.



84 Jonathan Mclntosh

Picard, Michel. 1996a. Bali: Cultural Tourism and Touristic Culture . Translated
by Diana Darling. Singapore: Archipelago Press.

Picard, Michel. 1996b. sDance and Drama in Bali: The Making of an Indone-
sian Art From.« In Being Modern in Bali: Image and Change edited by Adrian
Vickers. Southeast Asia Studies Monograph 43, 115...57. New Haven, CT: Yale
University Press.

Picard, Michel. 1997. «Cultural Tourism, Nation-Building, and Regional Culture:
The Making of a Balinese Identity.e In Tourism, Ethnicity, and the State in
Asian and Paci“c Societiesedited by Michel Picard and Robert E. Wood, 181...
214. Honolulu: University of Hawaii Press.

Picard, Michel. 1999. «The Discourse of Kebalian: Transcultural Constructions of
Balinese Identity.e InStaying Local in the Global Village: Bali in the Twentieth
Century, edited by Raechelle Rubinstein and Linda H. Connor, 15...50. Hono-
lulu: University of Hawaii Press.

Picard, Michel. 2003. «Touristi“ cation and Balinization in a Time of Reformasi.e
Indonesia and the Malay World 31(89):108...18.

Picard, Michel. 2008a. *Balinese Identity as Tourist Attraction: From «Cultural
TourismZ (Pariwisata Budaya) to *Bali ErectZ (Ajeg Bali).» Tourist Studies
8(2):155...73.

Picard, Michel. 2008b. «From +KebalianZ to *Ajeg BaliZ: Tourism and Balinese
Identity in the Aftermath of the Kuta Bombing.s In Tourism in Southeast Asia:
Challenges and New Directions edited by Michael Hitchcock, Victor T. King,
and Michael Parnwell, 99...131. Copenhagen: NIAS Press.

Racki, Christian. 1998. The Sacred Dances of Bali. Denpasar, Bali: CV Buratangi.

Ramstedt, Martin. 1991. «Revitalization of Balinese Classical Dance and Music.e In
Music in the Dialogue of Cultures: Traditional Music and Cultural Policy , edited
by Max Peter Baumann, 108...20. Wiljelmshaven: Florian Noetzel Verlag.

Rees, Helen. 1998. «sAuthenticityZ and the Foreign Audience for Traditional Music
in Southwest China.s Journal of Musicological Research 17(2):135...61.

Rosaldo, Renato. 1989.Culture and Truth: The Remaking of Social Analysis Bos-
ton, MA: Beacon Press.

Rubin, Leon, and | Nyoman Sedana. 2007. Performance in BaliAbingdon, Oxon:
Routledge.

Rubinstein, Raechelle, and Linda H. Connor, eds. 1999. Staying Local in the Global
Village: Bali in the Twentieth Century. Honolulu: University of Hawaii Press.

Sanger, Annette E. 1986. *The Role of Music and Dance in the Social and Cultural
Life of Two Balinese Villages.» PhD diss., the Queenss University of Belfast.

Sanger, Annette E. 1988. *Blessing or Blight? The Eect of Touristic Dance-Drama
on Village Life in Singapadu, Bali.» In Come Mek Me Hols Yu Hane: The Impact
of Tourism on Traditional Music , edited by Adrienne L. Kaeppler, and Olive
Lewin, 89...104. Kingston: Jamaica Memory Bank.

Sanger, Annette E. 1989. Music and Musicians, Dance and Dancers: Socio-Musi-
cal Interrelationships in Balinese Performance.Yearbook of Traditional Music
21:57...69.

Sanger, Annette E. 1991. <Artistic Representation in Social Action: The Case of
Bali.» Dance Research Journal 23(2):48...9.

Sarkissian, Margaret. 1998. «Tradition, Tourism, and the Cultural Show: Malay-
siaes Diversity of Display.eJournal of Musicological Research 17(2):87...112.
Sarkissian, Margaret. 2000. DeAlberquerqueess Children: Performing Tradition in

Malaysiaes Portuguese SettlemenChicago: University of Chicago Press.

Seebass, Tilman. 1996. «Change in Balinese Musical Life: «KebiarZ in the 1920s
and 1930s.e In Being Modern in Bali: Image and Change edited by Adrian
Vickers, Southeast Asia Studies Monograph 43, 71...91. New Haven, CT: Yale
University Press.



Negotiating Musical Boundaries and Frontiers 85

Spies, Walter, and Beryl de Zoete. 1938/2002. Dance and Drama in Bali. Singa-
pore: Periplus Editions.

Stokes, Martin. 1999. sMusic, Travel and Tourism: An Afterword.e World of Music
41(3):141...55.

Stuart-Fox, David J. 2002. Pura Besakih: Temple, Religion and Society in Bali
Leiden: Koninklijk Insituut voor Taal-, Land- en Volkenkunde (KITLV) Press
[KITLV, Verhandelingen 193].

Sugriwa, 1.G.B. Sudhyatmaka. 2000.Nadi: Trance in the Balinese Arts Denpasar:
Taksu Foundation.

Talamantes, Maria S. 2004. «The Cultural Politics of Performance: Women, Dance
Ritual, and the Transnational Tourism Industry in Bali.» PhD diss., University
of California, Riverside.

Tarplee, Susan. 2008. *After the Bomb in a Balinese Village. Iffourism at the
Grassroots: Villagers and Visitors in the Asia-Paci‘c, edited by John Connell
and Barbara Rugendyke, 148...63. London: Routledge.

Tenzer, Michael. 1991/1998. Balinese Music Singapore: Periplus Editions.

Tenzer, Michael. 2000. Gamelan Gong Kebyar: The Art of Twentieth-Century
Balinese Music Chicago: Chicago University Press.

Turner, Victor. 1967. The Forest of Symbols: Aspects of Ndembu Rituallthaca,
NY: Cornell University Press.

Urry, John. 1990. The Tourist Gaze: Leisure and Travel in Contemporary Societ-
ies London: Sage.

Vickers, Adrian. 1989. Bali: A Paradise Created Ringwood, Victoria: Penguin
Books.

Vickers, Adrian, ed. 1994. Travelling to Bali: Four Hundred Years of Journeys
Oxford: Oxford University Press.

Wall, Geo rey. 1996. *Perspectives on Tourism in Selected Balinese Villages.
Annals of Tourism 23(1):123...37.

Wall, Geo rey, and Veronica Long. 1996. *Balinese Homestays: An Indigenous
Response to Tourism Opportunities.e In Tourism and Indigenous Peoples
edited by Richard Butler and Tom Hinch, 27...48. London: International Thom-
son Business Press.

Warren, Carol. 1995. Adat and Dinas: Balinese Communities in the Indonesian
State Oxford: Oxford University Press.

Xie, Philip F. 2003. The Bamboo-Beating Dance in Hainan, China: Authenticity
and Commodi“ cation.s Journal of Sustainable Tourism 11(1):5...16.

Yamashita, Shinji. 2003. Bali and Beyond: Explorations in the Anthropology of
Tourism. Translated by Jeremy S. Eades. Oxford: Berghahn.



3 The Staged Desert

Tourist and Nomad Encounters
at the Festival au Désert

Marta Amico

Traveling to Mali, Algeria, Libya, Morocco, Niger, and Mauritania in the
Sahara desert is often described as a form of scultural tourisme. Standing in
sharp contrast to smass tourisme, cultural tourism benets local economies,
enhances cultural sites, is respectful of local inhabitants, and thereby pro-
motes ethical behavior on the part of visitors (Cousin 2006). Its concept
suggests etravelling to discover the culture of indigenous peopless (Chabloz
and Raout 2009, 9).! In regard to the Sahara desert, cultural tourism is built
around the mythical image of its inhabitants, the Tuaregs, an image that tst
emerged during 19th-century European explorations This image was,,over
the past two decades,maintained by both international institutions, such as
UNESCO,? and national ones, such as ministries and state founded corpora-
tions. The Malian government has invested in cultural tourism since the end
of the 1990s when the Minister of Culture and Tourism, Aminata Traoré,
launched tourism as a national economic activity (Doquet 2007, 2009). Within
the framework of these policies, a festival was organized in the Malian Sahara
in 2001, named the Festival au Désert, which is devoted to create a stage for a
particular blend of sdesert soundse and has attracted large numbers of cultural
tourists from abroad. This chapter, while drawing on ethnographic research
conducted in 2008 and 2009 in Timbuktu and its neighboring desert? focuses
on the staging of tourist encounters with the desert through music during the
Festival au Désert. Drawing on participant observation and a series of 20 for-
mal and informal interviews completed during the ninth festival (from Janu-
ary 8 to January 10, 2009), | will describe the festival through the categories
of stouristss and snomadic peoples and develop some re'ttive thoughts on
my own position as ethnographer as opposed to tourist in the context of the
festival. Overall, | seek to illustrate how the Festival au Désert is a means for
staging sthe deserte and constructing notions of snomadic traditions dissemi-
nated via cultural tourism.

FESTIVAL BACKGROUND AND CONTEXT

The Festival au Désert has been held annually since 2001 in the Malian
Sahara desert. According to its organizers, who belong to the Tuareg tribe
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of the Kel Ansar, its goal is to build a stage for Tuareg music and culture
in their homeland and to open their music and culture to the rest of the
world. On the festival website, the origins of the festival are associated with
the elongstanding Tuareg tradition of coming together for annual meet-
ings, which are called Takoubelt in the Kidal region and Temakannit in
the Timbuktu regione (Festival au Désert 2009). According to the French
manager, Philippe Brix, this etraditions was turned into a festival in the late
1990s thanks to the encounter in Bamako, the Malian capital, between
some members of the Tuareg band Tinariwen, from the region of Kidal
in Northern Mali, and the band LosJo from Angers, in Western France.
It was speci“cally LosJoss manager, Brix, who sought to bring Tinariwen
to the global music market and to create an international music festival in
the musicianse homeland, which had never existed in Mali or in the Sahara
before (Brix 2005). Originally held in the Kidal region some 1,600km from
Bamakao, the festival was moved in 2003 to the area of Essakane, a village
in the Timbuktu region in the territory that the Kel Ansar tribe recognizes
as its homeland. For the festival organizers, this cultural project repre-
sented an extraordinary means to bring investment into their territory and
to create new bridges with the Malian authorities, who in turn have been
taking advantage of the growing international reputation of the festival in
publicizing an image of the countryess beauty alongside the idea of the suc-
cessful reconciliation with the Tuareg minority. Attended by foreign tour-
ists, local inhabitants, and supported by Malian authorities, the event plays
an important role, both for promoting local cultural expressions all over
the world and for attracting foreign tourists to Mali. During my “ eldwork,
for instance, local participants numbered around 10,000 people according
to the festival organizers. Those participants had free access to the festi-
val site. Non-African participants numbered around 1,000 people, who
included journalists, volunteers, musicians, and festivalgoers. For the latter,
the entrance fee was about 150 euros, plus costs related to the trip, lodg-
ing, and food.®> Even so, according to the festival organizers, the number
of foreign attendees was starting to drop because of increasing political
tension in the Sahara and the Sahel, and the kidnapping of some Western-
ers in Mali, Mauritania, Niger, and Algeria. A brief historical perspective
may help to understand this delicate context: During the 1950s and 1960s,
Tuareg territory was freed from French colonial domination and split into
“ve national states, namely, Mali, Niger, Algeria, Burkina Faso, and Libya,
all of which instigated di erent policies concerning the integration of its
new inhabitants, some more successful than others. In northern Mali, for
instance, Tuareg movements launched four armed rebellions against the
state (in 1963, 1990, 2006, and 2012), claiming the loss of land and, with
it, their nomadic way of life; the lack of infrastructure and development
programs; the lack of representation at a national level; and, more recently,
the invasion of drug tra ckers, smugglers, Islamic terrorists, and the press-
ing of corporations who compete for the control of desert resources. In such
a complex sociopolitical context, promoting tourism and other economic
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activities through local cultural heritage transforms the festival into an
important national and global symbol to raise recognition and investment
in the cultural expressions of the Timbuktu area.

CAMELS AND CAMERAS: THE ENCOUNTER
OF/BETWEEN NOMADS AND TOURISTS

eHere is the tourist!s exclaims a young man, whose glancing eyes pierce me
through his veil. He immediately invites me to sit on a carpet next to a tent
with his sisters and cousins. In the stunning desert sun, they talk and listen
to the melodies that sound from farther away, probably an improvised jam
session in a tent. They explain to me in good French that they are from the
Timbuktu region, and that they joined the festival to meet their friends
and family, listen to music, and see the world travelers who come from far
away to visit their people. Hama, a child about 9 years old and proudly
dressed with a small bow tie, invites me to drink strong, dense tea that is
to become the quintessential taste during my &ldwork in Tuareg lands.
The tea awakens my senses, weakened by the four-day journey on the river
Niger and three-hour drive through the desert in a four-wheel drive car.
No sign marked the passage from Niger water to Sahara sand, but it seems
| crossed a border and plunged into a new world. On this particular morn-
ing, there is strong wind in the Sahara dunes, and the dust grains crunch in
my mouth while | drink tea with my new friends. The conversation leaves
little time to catch my breath. I am not a tourist. | am a researcher,s |
resolve any ambiguity. stMmmmbh, researcher . . . a journalist?e says a man
dressed in traditional dress, sunglasses, and baseball hat. «Well, | also write
as a journalist, but research is another job ... and | play the violin.s Ah,
then you are a musician!s Another man wearing a turban looks at me with
mistrust while he prepares the second cup of tea. He does not care about
his relativess search for answers. He instead wants to sell his «desert busi-
nesse to the white girl in front of him. <And you, what do you do?e | ask him,
making out a smile behind meters of cloth. He turns around to me and says:
My name is Abdallah. | am a camel guide. Look at my document. | wait for
the festival and then | take tourists for a ride.e Then he proudly shows me
a piece of paper that says in French and English: scamel guide.» The second
cup of tea is less strong than the st one, but | begin to feel nervous. Locals
are very friendly with tourists, but | have the impression that they present
themselves and behave according to a common canvas, while | need to pro-
voke some more spontaneous kinds of communication in order to gather
some good material for my research. For this reason, | feel uncomfortable
being seen as a tourist. But how can | explain my presence here, lying on a
carpet in the desert sand with a Tuareg family, while participating at a fes-
tival that is at the heart of the tourist season? *Thates interesting. And how
about when the festival is over? What do you do the rest of the year? Are
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you a nomad?e | question Abdallah, while listening to the pouring sound
of Hama “ lling a third cup of tea. *Tuaregs are nomads, so | am a nhomad.
But now I live in Timbuktu with my family. And there | wait. | wait for the
festival, | wait for the world to come, | wait for the tourists,* says Abdallah,
already choosing a good camel to take me on a ride.

Abdallah regards himself a nomad, but he actually lives a sedentary life
in Timbuktu, where he takes advantage of his traditional craft to take tour-
ists on camel rides. Despite my professional reasons to be in Timbuktu, |
have to accept that | am his business target today, a victim of the misun-
derstanding caused by di ering perceptions and expectations of each other.
Nevertheless, | use these ambiguities to establish a common ground for
communication, which resonates with Sahlinses (1981) notion of produc-
tive misunderstandinge to describe the paradox that emerges during tourist
encounters with local populations (Chabloz 2007). Accordingly, my infor-
mants and | are involved in a game of productive misunderstandings that
help us better to understand each otheres worlds. Our persisting desire for
communication is essential here for establishing a common objective and
agreement between us. Here, «cultural tourisme becomes the starting point
for my experience as a researcher in a dialectical exploration of dierent
views of identity and Otherness. My “eldwork begins by questioning the
role of the ones identi“ed as stouristse in the festival encounter, and their
relation to the ones identi“ed as *nomadse. In doing so, | follow Jean-Didier
Urbaines (2002, 2012) calls for tourism research that not only focuses on
the market side, but also on an santhropology of touristse, that takes into
account the traveler as a person with his own desires, values, and dreams.
This perspective on tourists may help to understand the complex social
interplay that manages one of the most exemplar experiences of Otherness
of the current time.

Festival publicity makes a clear separation between festival attendees,
who are identi“ ed as snomadse or stouristse. On the one hand, nomads
participate in the festival because of their «desire to open the doors to
the outside world, while still preserving the cultures and traditions of the
desert. . . being listened to and then recognizeds, while tourists are said to
seek «a way to discover the desert through its inhabitantse values of hospi-
tality and tolerancee (Festival au Désert 2009). This perspective seems to
correspond with the way in which people identify each other during the
festival. The tension between preservation and discovery, of saving desert
cultures and traditions and exploring them, is a powerful means for stag-
ing identity, which transforms the festival into a social space where people
de“ne themselves in a game of reciprocal gazes. Many tourists, with whom
| spoke, said that they are in the desert mainly to encounter the nomads,
listen to their music, and experience their way of life. They mainly come
from Europe, the US, Canada, and Australia, and they travel in groups
to stay for one to two weeks, organized by international tourism agencies
with connections to local tourist guides. Either by their own intentions or
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suggested by the people guiding their trip, Western tourists always hope
to meet the local people and discover their environment. The festival rep-
resents to many a special journey through ean authentic countrye, as is
proclaimed in a slogan by the national tourism o ce O ce Malien du
Tourisme et de I*Hotellerie (OMATHO).

In her studies on cultural tourism in Mali, the French anthropologist Anne
Doquet (2007, 2009) talks about authenticity as it is employed by the tour-
ism industry in Mali, indicating festivals as privileged platforms to create
national imageries of local cultures and spread them worldwide. For Doquet,
othe festivals are dialogic enterprises where the current cultural authenticity
builds itself at the crossroads between endogenous and exogenous visions
of traditionse (2009, 84). The nationally built imagery of the authenticity of
Malian cultures is crucial for creating a so-called desert desire that deter-
mines touristic travel and displacement to the festival. The global promotion
of the desert is especially enabled by a dozen of Tuareg bands who now cir-
culate within the global musical network, labeled as *Tuareg musice. During
the second morning at the festival, | meet Antoine, a French guy around 30
years old visiting Mali with his girlfriend. The two French are enjoying an
improvised performance by “ve Tuareg musicians, who are singing and play-
ing the guitar inside their tent. Antoine tells me that this is not the “rst time
he has listened to Tuareg music, but now he particularly appreciates being at
the source of it. Then he explains that he made his f'st encounter with the
desert in Paris, during a concert by the Tuareg group Tinariwen:

Itis the “ rsttime that | come to Mali and to the festival. This trip is linked

to my encounter with the desert. | made this encounter at a Tinariwen
concert two years ago in France and that gave me the wish to travel back
to the source. (Antoine, interview, Essakane, January 9, 2009)

The notion of sencountere plays a central role here. This spectator becomes
a tourist by following his desire to pursue the cross-cultural experiences
at home with a journey to the musicianse land. The role of tourism for
appropriating Otherness calls for Arjun Appaduraiss notion of sethnoscapee
(1996), indicating a " uid landscape of people in transit, which, in this case,
relates to the mobilization of people who cultivate a certain desert imag-
ery. During the festival, this imagery spreads globally through the way the
music industry constructs an experience defied by tourists as the total
immersion into the desert environment.

The experience of sauthenticitye o ered by the festival starts with the jour-
ney to the festival location near Timbuktu, which is typically divided into two
steps: The ‘rst one takes place by car, bus, or boat and usually starts from
the capital Bamako some 900km from Timbuktu. The second one requires
four-wheel drive cars to travel to the festival location near Essakane village,
which is about 70km across the desert. This long journey is often defied by
tourists as an adventure or sexpeditions that allows them to gradually leave
what they perceive as the scivilizeds world to encounter a world of nomads,
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sand, and emptiness. Indeed, the journey to the festival does not precede the
festival experience, but is an important part of it, a sort of modern erite of
passagee (van Gennep 1960), where the separation from home is succeeded by
a transition between states of being, culminating in the acquisition of a new
kind of identity. Once on the festival site, the rite of passage is often completed
with the purchase of a turban, seen by tourists as a way to experience a form
of enomad Othernesse. Called tagelmusin Tamasheck, the Tuareg language,
the turban is traditionally an exclusively male attire, representing dignity and
respect in addition to providing protection from the wind. In the context of
the festival, however, the turban becomes a unisex symbol of Otherness. The
fact that tourists wear a turban can be seen as an attempt to surpass their
simple observer stance toward Tuareg culture, of being passive consumers of
Tuareg traditions, by assimilating and incorporating a symbol of snomadic
cultures into their own (Boulay 2009; Cauvin Verner 2007).

Nevertheless, the festivalss snomadic culturee is itself the outcome of
negotiating and managing the tourist encounter. Dressed in their turbans,
tourists are immersed in the festivales role of constructing snomadic cultures
during the “ rst afternoon when they are invited to a «camel racee, where the
nomads cross the dunes on their camels. This celebration is often described
in somewhat epic ways, as in a Tmed report by Rosie Swash for the Inter-
net site of the Guardian, which depicts images of camel herds in the desert
sands on their way to the festival scene:

This is the Tuaregs arriving at the festival which means the open-
ing ceremony is going to kick o . Probably about half an hour [into
the race], probably l«d say an estimate of about 250 of them arrive
en massefor the moment. [Roar] Thates the sound of a camel. The
Festival in the Desert has been running from eight years now and is
truly one of the most remote spots to get to. Determined tourists and
the nomadic Tuareg people gather here every year to have an amazing
showcase of Malian music from desert blues to traditional griot songs.
(Swash 2008)

In this quote, journalist Rosie Swash indicates the musicultural experience
to be the common objective for tourists. She detes the festivalss showcase
through the genre of «Malian musice, presented here as a blend of der-
ent sounds, from edesert bluese, a music made by turban-wearing Tuareg
guitar players, to straditional griot songse, which refer to some regional
repertoires now celebrated as cultural heritage. Similarly, the main iden-
tity markers describing the desert in the reports of international journalists
include white sable dunes, camels, and turbaned nomads with their musical
traditions, as in this BBC reportage:

The Festival of the Desert,held in Mali amongst the dunes of the
Sahara,brings to mind images of indigo-clad Tuaregs, camel caravans
and the musical tradition of desert nomads. (Jones 2010)
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The local authorities use the same images to promote the beauty of their
natural and cultural heritage, and to explain the international appeal of
the festival. During an interview, Alpha Char“, the Timbuktu regional
director of the OMATHO, a national institution created in 1995 to real-
ize the government policy for tourism, tells me that what makes the
festival unique is the relationship with the desert:

People do not come to the festival for music but for music in the des-
ert; it is this that interests them. It is the relationship with the desert,
because the desert, it fascinates us. | think that it is the desert that
attracts people from all over the world, with the way of life of people
that are called the blue people of the desert. (Alpha Char; OMATHO
regional director Timbuktu, interview, Timbuktu, January 2009)

The scenery, which is pivotal for the festival attendees, is carefully pre-
pared by the festival organizers, most of whom are Tuaregs from the
Timbuktu region who live in Timbuktu or Bamako. *We lay out every-
thing on the site to make it just like it is in our camps. That is the secret
of the festival, to transform tourists into nomads,* explains Mohamed,
one of the festival organizers, while accompanying me on a general visit
to the festival site. Then he adds:

If we wanted to continue to do our traditional gatherings for us,
we wouldnet need to organize them as we do now. Tuaregs do not
need scenes, sound engineers, lights, plastic water bottles, toilettes,
Internet sites, “xed dates, publicity panels; we do not need all that to
gather and make music. But when we started to open to the others,
when we decided to present our culture and to make a festival, we
started to think about all that because we wanted to welcome people
from abroad and to make them comfortable in our land. This is the
reason why we try every year to adapt our desert to their lifestyle.
(Mohamed, interview, Timbuktu, January 2009)

Accommodation for foreigners is provided in Tuareg tents across the fes-
tival site; there are also tents serving as restaurants, craft and textile mar-
kets, and bars. These amenities make the site comfortable to foreigners,
while locals can freely set up their tents, make tea, prepare the traditional
mutton dish to celebrate their gathering, discuss, sell their products, or
look for new social and economic encounters. While nomads eplaye the
nomad role by dressing and acting as in their home camps, for three days
tourists can experience Otherness in the form of «desert lifes. The success
of this experience depends on the creation of a common stage for der-
ent cultural worlds that dramatize the tourist desire for Otherness (see
Figure 3.1).
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Figure 3.1 Attendees of the Festival au Désert in 2009 (photograph by author).

Even if festival organizers take great care in preparing the site for tour-
ists, the conditions are often described by international guests as extreme
because of the changes between hot daytime sun and cold nights, the
rationing of water and electricity, and the reduction of meal sizes to
a rice bowl. But in this scenery, the roughness of the desert environ-
ment becomes yet another exciting ingredient that enhances the authen-
ticity of the adventure. BBC journalist Caroline Jones describes this
as follows:

It is very “ne sand and it gets everywhere. My digital camera has
taken on a worrying new grinding sound and has become reluctant
to retract the lens when directed. A mouthful of rice crunches with
each chew and it has even appeared in my underwear, but hey! What
were you expecting? Ites the festival of the deser{Jones 2010)

As an engine of di erence in the desert, the bulk of the festivalss show-
case is reserved to its three afternoons and nights, which is dedicated
to a long, rich, and entirely musical program. Here, the encounter
between nomads and tourists is mirrored on stage by a blend of bands
and musical styles.
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NOMAD MUSIC TURNING GLOBAL:
THE STAGING OF MUSICAL DIFFERENCE

While the camel race and the opening ceremony dominate therst festival
afternoon, the second and third ones are spent at the so-called traditional
stage, also referred to as °little stagee or «dune stagee (Figure 3.2). This is a
mobile stage, especially dedicated to performances by bands from the Tim-
buktu region, who are often unknown beyond the desert. It is set out on a
sand square and surrounded by carpets and sometimes a big tent, equipped
by sound technologies and lit by natural sunlight. When | attended this stage
one afternoon during my “eldwork, the desert was still very hot, but some
musicians were already playing under the sun. | asked some people for the
band name, but they did not share my interest in search for bandse identi-
ties. In fact, | found that people tended to wander on and o the stage, some
dancing, others joining the band to sing some verses, andrally jumping

o the stage. Because of theéxible nature of this performance, my notion

of sbande probably needs a revision here, as this performance seems to be
more a gathering and sharing than an imitation of a conventional concert,
where the stage clearly separates the musicians from the audience. Here,
instead, the audience sits on a sand dune facing the performers, retting

Figure 3.2 The straditional stage+ at the Festival au Désert 2009, here showing a
group of Tuareg women (photograph by author).
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a colorful mix of di erent dresses, languages, and reactions to the music.
But despite this diversity, the audience seems to be completely captivated,
and during the last song everybody rises to dance. The festival achieves one
of its climaxes, as the fusion between enomadse and etouristse is realized
thanks to the symbolic power of musical staging for creating new forms
of social cohesion and cultural exchange. However, after half an hour of
sheer cultural harmony, one of the festival organizers, who seemingly acts
as stage manager, announces to the performers that time is over and the
schedule has to continue with another band. While this is a reminder of
the necessary timekeeping of any ordinary festival, here it takes on a new
meaning, revealing the compromise between formal concert and informal
gathering that lies behind the scene of this special musical showcase.
Meanwhile, from sunset until late at night, the smodern stagee or <big
stagee lights up (see Figure 3.3). Its structure is similar to the one that is typi-
cal for a contemporary festival stage: It is raised from the ground, faces the
audience directly, is equipped by sound and light technologies, and managed
by the stage manager and technicians. The majority of bands that play on
this stage are known in Mali, and some are certainly known internationally.
They come especially from the Sahel and the Sahara (e.g., Tartit, Tinariwen,
Terakaft, Etran Finatawa, Bombino, Vieux Farka Toure, and Samba Toure)
and from southern Mali (e.g., Bassekou Kouyate, Salif Keita, Cheick Tidiane,

Figure 3.3 The *modern stage- at the Festival au Désert 2009 (photograph by author).
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and Oumou Sangare). Only a few, including some superstars, such as Robert
Plant and Manu Chao, come from other parts of the world and spread the
festival fame worldwide. Here, the organization is radically di erent from the
traditional stage. The separation between musicians and audience is clearer,
the volume is much louder, and the performances seem to be more organized
and in line with a concert format. The image of the nomadic camp is replaced
by an eclectic showcase that confms that the Festival au Désert belongs to a
global network of cultural events.

The partition between the two stages can be interpreted as a way to
model the festival encounter. On the straditional stagee, local bands show
the beauty and richness of regional cultural expressions to an audience that
came from abroad to discover them. On the *modern stagee , the sounds are
presented as edierente through the presentation of di erent types of bands
from Mali, Africa, and overseas. When seen together, the staging of local
and global music, mixed in the same program, creates an original blend.
Seen from this perspective, the staging of music at the festival represents
two festival missions embodied by the nomads and tourists, namely, of
preserving the self and of discovering the other. For local bands, playing
onstage is a way to legitimate their cultural and musical practices, which
reinforces their status of keepers of desert traditions and inserts them into
new global networks. In turn, for international performers, a concert in the
desert is an exceptional experience to connect with srootse and refresh the
music through their encounter with di erent sounds. For festival attend-
ees, no matter what role they play, listening to the music creates a space
for encounter. This means that the eplays of nomads and tourists reaches
its climax through this particular staging of music, which gives a special
feel to the festival experience as a whole. Cultural dierences are hally
overcome, an simagined communitye (Anderson 1983), which lasts for the
duration of the festival.

Beyond the two stages, the festival also cers spaces for informal encoun-
ters and musical exchange between musicians. The exchange between local
and international bands is particularly encouraged by the festival orga-
nizers, as all musicians are lodged in the same camp and usually end up
meeting and jamming outside their tents. It is usually the less well-known
artists that promote themselves and their music in this way, while the more
famous bands are showcased more formally. Some bands that have turned
internationally, such as Etran Finatawa from Niger and Tamikrest from
Mali, were equally launched after their initial appearance on the festival
stage. In other words, the festival functions as a wider support network for
artists and musicians in search for commercial success. For instance, the
booklet of the album BKO by the Australian-American band Dirtmusic
expresses the feeling of Western musicians discovering the sdesert sounds:

The Festival au Desert spreads out across the dunes in a labyrinth of
white tents, the distant stage scaolding silhouetted against a cobalt-blue
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saharan sky. Dirtmusic are billeted facing the digs of a young touareg
band called Tamikrest. Chris Brokaw grabs the dobro and wanders
over to play cross-legged in the sand,kicking o a jam session that
will continue for the next three days and gift all concerned with an

amazing cross-cultural journey through the common language of
sound, rhythm and rock and roll. (Dirtmusic 2010)

In the perspective of this band, the festival experience is cross-cultural
because it enabled the encounter with a local Tuareg band. This encounter
with the elocals also turns it sglobals as the band members helped launch
Tamikrest in the international market. Indeed, this process of molding
global pressures into specit practices becomes an engine for producing
locality in new, globalized wayse (Appadurai 1996, 22). It is precisely the
engagement of the Tuaregs in the production and spreading of their local
identity that gives them a new visibility in the global network. On the con-
trary, to reach local cultures requires the adoption of global practices, such
as the one of cultural tourism.

The complex interplay between international and local musicians mir-
rors the encounter with global tourists. Here, my perceived double role
as tourist and researcher in the eyes of my informants is a means to par-
ticipate in the role play that goes on during the festival. For instance, one
afternoon at the straditional stages some tourists join me to tell me their
emotions and enthusiasm. They are especially charmed by the sound of the
tehardent, a lute with three strings played by Tuareg griots, by the slow
movement of the dancers, and by the spontaneity of the interplay between
the musicians and audience. For them, the performance is without any
doubt an expression of the spures nomadic tradition. Their perceptions of
epurenesse seems to be conditioned by comparisons to the big stage, where
the music seemed to them smore commone. Thus, the partition between
two spaces of musical encounter shapes touristse understanding of a stra-
ditionale performance, and to see it in a di erent frame than on the big
stage. This gives value to a nomad world represented as alternative to the
emoderne one, but stimulates also the harmonization of two worlds into
one *wholes musical and human ensemble.

Once the concert was over, | went behind the stage and interviewed one
of the musicians, a young man about 30 years old, elegantly dressed with a
white dress and a turban adorned with colored leather and a silver crown.
The man tells me that he comes from the desert around Timbuktu, and his
band is composed of his family and has existed for a long time, since well
before he was born. The band used to play for celebrations like weddings
or baptisms, but since the birth of the festival nine years ago, they also
learned to stage music for a foreign audience. To him, the festival not only
transformed them into a well-known band that presents Tuareg land and
culture on stage; it also transformed its musicians into cultural ambassa-
dors. He tells me that he conceived this role as an eort to screate tradition
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on stage and open it to a wider audience.» This idea calls to mind Eric Hob-
sbawmes (1983) concept of einventing traditionse, where the return to the
past is intended as a means to arm contemporary identities. In this pro-
cess of eretro-projections (Pouillon 1975), the past legitimizes the present
and validates a contemporary movement where Tuaregs engage directly in
the management of their territory, and in the staging of their local culture.
Here, the use of tourist clichés by locals does not lead to a form of «folkl-
orizatione, but rather to a validation and legitimization of particular cultural
values. Through the staging of musical tradition and encounter, the Festival
au Désert defends the ideal of a nomadic identity harmoniously connected
to the outside world and enchased as a source of authenticity and beauty.
This gives sense to the tourist experience of the desert, while locals use it to
negotiate new nomadic identities that engage them directly with their own
cultural heritage. At last, the musicianes response to tourist expectations
brings me back to my “rst encounter of the festival, when a camel driver
took me as a tourist while | was clearly stating | was a researcher. The mis-
understanding is now on the side of the tourists with whom | spoke, who
regard the music of a local band as snomadic traditions, while the musicians
make e orts to «“t the rulese of formally staging their music and showing
a new identity that is turned toward the outside world. But this misunder-
standing is also eproductivee, as the musicians and the audience can both
gain advantages by actively engaging in both the epreservations and «discov-
erye of local traditions, which are the two major forces evoked by festival
publicity, the cornerstones of the sencountere with the desert.

CONCLUDING REMARKS

This chapter sought to illustrate the staging of the desert through the lens of
the annual Festival au Désert in Mali within the wider context of cultural
tourism. In the “ rst place, | described the festival experience as a game of
reciprocal gazes between touristse and *nomadse, two categories proposed
by the festival o cial line and interpreted by the festival attendees during
three days. In doing so | showed that even the ethnographer takes part in
the tourist encounter, managing an ambiguous third role in addition to the
dual shaping of the festivalss showcase. Here, music and tourism are deeply
intertwined in negotiations of nomadic culture and identity. The musical
showcase on the traditional and modern stages frames the notion of «dier-
encee in a dialectical way. The mixing of di erent music styles and formats
gives an exceptional power to the festival encounter, which conveys new
ideals of a common world respectful of its diversity and able to use it to
create some new forms of dialogue. All in all, the festival allows for new
ways to identify with and experience a new brand of enomadic culturee that
emerges from such issues as preservation and loss, tradition and moder-
nity, di erence and encounter, nomads and tourists. It produces a context
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in which participants,both tourists and nomads, may take advantage of
the connections o ered by the global movement of cultural tourism. Such
an encounter raises hope toward the opening of new routes for showing
local meanings being listened to and understood. Ultimately, the festival
encounter is a way to support the nomadse claim of visibility by allowing
the restoration of new identities connected with a global network.

NOTES

1. All quotations have been translated into English by the author.

2. The “rst European to describe the Tuareg people was the German Friederich
Hornemann, who stayed in Tripoli until 1798, followed by another Ger-
man Heinrich Barth in 1850 and a French national, Henry Duveyrier, dur-
ing 1859...61 (Casajus 2000, 8). Lately, the desert has inspired a number of
authors, such as Theodore Monod, André Gide, Antoine De Saint Exupery,
and Roger Frison-Roche.

3. The UNESCO program *The Sahara of Cultures and Peoplee, initiated in
2001, considers tourism as ea real tool in sustainable development and strug-
gle against poverty, in particular in the Sahara which is a desertic ecosystem,
characterized by a rich cultural, human and natural wealth, and great fragil-
ity (UNESCO 2001).

4. My “ eldwork ended before the degradation of Malian political situation that
caused the displacement of the festival 2010 edition from Essakane to Tim-
buktu for security reasons. This chapter will not consider the recent situation in
Mali, and its consequences for music and festivals in the north of the country.

5. Apart from the income generated by ticket sales, the festival has been sustained
by numerous national and international institutions (e.g., the Malian Govern-
ment, UNESCO, Norwegian Embassy, European Union) as well as private orga-
nizations (e.g., Orange Foundation Mali, TV5 Monde, Africalia Belgium).
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4 The Golden Fleece
Music and Cruise Ship Tourism

David Cashman and Philip Hayward

For the past 40 years, cruise ship tourism has oered and advertised an
integrated leisure experience that provides a mobile scomfort zonee for
passengers as they move between ports of call on prescribed routes. This
leisure experience has increasingly focused on the ship as the main desti-
nation rather than the actual ports, which have become secondary. Some
cruise tourists never leave the ship, not even to make use of ship-sponsored
tours. An important component of this integrated leisure product is live
musical performance. Depending on the size of the ship, a large pool of
musicians may be employed, oering more opportunities to experience live
music than land-based tourism (Hertan 2010; Jones 2009; Zhongyan and
Xiangxiu 2006). The cruise industry is among the most successful sectors
in tourism, having recorded an 8 percent compound annual growth from
1970 projected to 2015 (Dickinson and Vladimir 2008; Wahlstrom 2012).

As well as attracting patrons towards ship-based tourism, music actively
promotes the generation of revenue aboard ships. While Jason, the hero of
the third-century Greek epic poem Argonauticg! included Orpheus among
the crew of adventurers seeking the Golden Fleece in the Mediterranean
because he could charm eunshiftable upland boulders and thediw of riv-
ers with the sound of his musice (Book 1, Lines 23...34), musices role in the
modern maritime egolden "eeces is more about separating guests from their
money, thereby ensuring the pro‘tability of the ship.

While destinations and the overall package provide a key element in
the design and marketing of cruise ship packages, cruise lines increas-
ingly built expectations of the ship rather than the ports visited, making
the ship the destination rather than the ports of call. Whereas ports and
their leisure facilities operate independently of cruise ship companies,
the ship is a bounded, monopolistic touristic environment. Former CEO
of Carnival Cruise Lines Bob Dickinson and cowriter Andy Vladimir
surveyed several recent cruise line advertising campaigns and concluded
that the ones that were most e ective were those that concentrated on
the onboard experience (2008, 211...17). Since its early advertising cam-
paigns in the 1970s, Carnival has advertised its &et as the «fun shipse,
while Norwegian Cruise Line advertises its *Freestyle Cruisinge product.
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By focusing on the cruise ship as the primary destination, such vessels
become a prime example of an experience economye (Pine and Gilmore
1999, 2011), a concept that cites the experience as the most important
aspect of a service interaction. The experience must be immersing and
take people out of their everyday lives. Examples of the experience econ-
omy range from doll-making stores to Disneyland, where people pay for
time spent absorbing the experience rather than paying for services pro-
vided by a vendor. Cruise ships, though only mentioned brie¥y by Pine
and Gilmore (2011, 4), provide such a quintessential experience. A cruise
ship is an experiential cocoon that takes guests to foreign cultures, but
it also provides a safe haven to return to, populated and designed with
familiar signi“ ers of Western culture, such as musical performances and
predictable cuisine. Even when the guest leaves the safety of the ship,
this occurs on ship-sponsored tours, essentially extensions of the cocoon

of the ship.
As noted in Figure 4.1, there are three streams of revenue on cruise ships:

1. The +entrance feee (or ticket price), which grants access to the essen-

tials of the cruise vacation
2. The onboard etippinge system, which allows cruise companies to pay

sta while maintaining seemingly low fareg
3. The purchase of sexperience enhancementse (that produce onboard

revenue)

Figure 4.1 A model of a cruise ship sexperience,« by the authors.
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When customers buy a cruise ticket, it secures them access to public
spaces (dining rooms, gyms, entertainment venues, lido deck, etc.) and
the private space of their cabins. Also included in this fee is travel to
exotic ports and, signi“cantly, entertainment. A ticket price of $70 per
day (common in the econtemporarye cruise sector) (Cashman 2012) is
far cheaper than accommodation on comparable land-based holidays but
only su ces to cover the running costs of the ship. The prot of this
enormously lucrative business is generated from onboard revenue (Becker
2006, 17; Vogel 2011), a stream of income from eexperience enhance-
mentse that derive from separately charged items such as gambling,
drinking, dining in specialty restaurants, shopping, Internet access, and
telephone usagé.

The consumption of musical performance is a key part of the cruise
experience and incurs no additional costs. However, music exists on
board cruise ships to encourage consumption rather than to be con-
sumed. For example, music occurs in bars and the disco, as drinks are
served there, but rarely in the restaurants of cruise ships. From a cruise
line perspective, there is no reason to provide such performances, as they
do not directly attract revenue. Dining is also part of the experience
of taking a cruise, and a passenger sitting in a restaurant enjoying a
performance does not generate additional revenue apart from purchase
of wine.* Cruise lines would rather guests were out in the bars consum-
ing alcohol or gambling while being entertained by music. Cruise lines
design the consumption of experience enhancements into the core of the
cruise ship tourism product. It is, for example, technically possible to
undertake a cruise and refrain from alcohol consumption, day tours, and
gambling, but cruise ships are organized so that, in practice, this rarely
occurs. In a bar, while listening to the cocktail pianist, a drinks waiter
quickly appears and o ers to take an order, and while lying in the sun
on sea days, bartenders in colorful out'ts tout the «drink of the daye in
souvenir plastic glasses.

This chapter draws on an extended period of participant observa-
tion research undertaken by coauthor Cashman, who was employed as
a cruise ship musician on contract with eight ships between 2004 and
2007, playing piano in solo and ensemble contexts. Such employment
allowed for considerable observation of and socialization and familiar-
ization with fellow performers, other crew members, and passengers.
Between 2011 and 2012, a further ethnographic study of cruise ship
music was undertaken, which garnered data from 105 participants,
including musicians and other sta . In 2012, a further study analyzed
1,601 performances on 91 cruise days aboard 30 ships in order to study
performances by genre and by cruise sector. Based on this extensive
research, and subsequent analysis by the coauthors, the chapter will
discuss the institutional logic, organization, and delivery of music on
cruise ships.
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MUSICAL PERFORMANCES ON CRUISE SHIPS:
IMPORT AND INTERACTIVITY

Musical performances on cruise ships are of various types and include
various levels of performer...audience interaction. These vary from the
provision of background music to attention-grabbing and/or interactive
performance,® depending on the purpose of the venue and the time of per-
formance. Musical performances occur all over the cruise ship from late
morning until the early morning the next day. When scheduling a cruise
ship performance, there are two aspects that must be considered. People
attend shipboard musical performances either to watch and be immersed in
the musical performance or to relax and talk in a congenial environment.
Thus, in some performances, music is of primary importance, such as the-
atrical performances in the main theater or dance venues. Guests attend
speci“cally to listen to the music and see the performances. In others, music
has a secondary role, such as in a cocktail lounge or on the lido deck, where
guests attend for di erent reasons (in these cases, respectively to drink,
and to sunbathe and swim), and the music forms a background ambiance.
Musicians refer to these performances as *musical wallpapere. Bass player
Steven Riddle says:

[In these performances] Ism slightly toning it down. Ism not playing
as | would do in the jazz trio because ites not a jazz gig. You canet sort
of let rip and do anything like wild or you know. Yousve got to keep it
respectable and polite . . . If youere playing in a jazz venue at home on
land, people are coming to hear jazz, whereas when youeve booked on
a passenger on a cruise ship, yousve not booked to go hear jazz unless
itss a jazz cruise, youere doing a lot of things, ites incidental. (Riddle,
interview, London, October 17, 2011)

A second consideration in cruise ship performances concerns the level
of interactivity between audience and musicians. In some performances,
guests may desire to immerse themselves in the music (for example, in a
highly interactive rock performance in a lounge, or in a sing-along piano
bar); in others, musicians perform with physical and psychological barriers
to interactivity between them and guests (for example, in the main theater).
Considerations of primary/secondary impact and high/low interactivity
are integral to every cruise ship performance and, increasingly, cruise lines
are insisting on more interactivity. Brian Gilliland, the music specialist for
Princess Cruises who books and manages shipboard music, explains:

Our goal is not just to have a band on a stage; our goal with everything
that weere doing right now is to bring in bands that, though they satisfy

a pretty common desire amongst the majority of our passengers . ..
bring something compelling to the bandstand ... itss a combination
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of the quality of the music they play, their sound, but personality on
the stage. Their look is important . . . you know, thates just part and
parcel to being on stage in front of an audience, whether itss movies or
television or theater or stage, any stage anywhere . . . Whatever we do,
we try to vet it as being deliverable and being impactful in some way
and thates an intangible, thates kind of hard to put your “nger on it, it
varies with di erent groups and with di erent personalities of bands.
(Gilliland, telephone interview, December 1, 2011)

Even within the range of modes described above, cruise ship musical per-
formance is changing as the relationship between audience and performers
is increasingly being built into the structure of venues. These changes are
occurring in response to developments in consumption of touristic music
and the rise of the portable MP3 device as a self-programmed tourist ame-
nity. Tourists are no longer satis“ed with merely having an accurate repre-
sentation of a song they can hear on their MP3 players. As a result, musical
performance on cruise ships seeks to emphasize the pleasure of participat-
ing in the live experience of music by engaging the audience, and the cruise
industry is actively looking to increase the interactivity of performance. In

a recent interview, John Smith¢ a highly experienced cruise director (the
shipboard o cer in charge of the entertainment department), described a
funk band that illustrated the advantage of this approach:

[In their performances, the band] just came out and danced with every-
one; they just . .. completely broke the fourth wall. When they played
their sax they were walking through the crowds . . . it was like a rock
concert. . .. | think they could have been playing classical music and
they still would have had that crowd because whatever they give is them,
their personalities. (Smith, interview, London, October 17, 2011)

This particular band always played to large crowds. Their performances
consequently resulted in very high bar takings. The cruise director con-
trasted them with the more usual band, which eplayed exactly the right
music stylistically . . . a little bit of Elvis, a little bit of Beatles. Did they have
people waiting in their lounge? No. Were people buying drinks? No.e
Aboard expensive lines, such as Crystal Cruise Line and Regent Seven
Seas, music is less interactive than in larger and less expensiveets,
such as Carnival and Royal Caribbean, because of cruise line percep-
tions of the demographics of their particular market. Often the perfor-
mance space is designed with these criteria in mind. The main theater,
for example, is a large space where patrons sit facing the performers.
The stage is often high and sometimes has a pit. Performances here are
naturally going to focus on the music, but there are physical and psycho-
logical barriers to interactive performance. The sing-along piano bar,
by contrast, places the piano in the center of the room. Patrons sit at a
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specially designed bar encircling the piano. Like the theater, the focus
is on the performer, but the audience is physically much closer to the
performer, encouraging interaction and the taking of requests. Other
bars that feature musical performance may have a stage, but the musical
emphasis is on creating an ambiance. The Golden Lion Pub on Cunardes
RMS Queen Mary 2, for example, is the location for the jazz piano
trio. However, the bar is in a T-shape with the band not visible from the
entire venue. People can choose to sit in the middle and watch the band,
or go to one of the ends of the crossheam, chatting and drinking and
enjoying the ambience.

MUSICAL PERFORMANCES ON A TYPICAL SEA DAY

While the focus of this chapter (and book) is on music, it is worth empha-
sizing that one of the important tenets of Pine and Gilmoress experience
economy is that all senses must be stimulated in an experience. On board
a cruise ship, for instance, food may tempt the taste buds and olfactory
senses, while a luxurious massage stimulates oness sense of touch, and
the luxurious surroundings and beauty of the ocean setting are pleas-
ing to the eyes. Musical performance, however, is the primary method
that cruise ships use to create an aurally stimulating environment. Music
creates a congenial ambiance that encourages guests to visit and stay in
certain places. This is often a location associated with the consumption
of experience enhancements. Even more, the sounds of music travel a
reasonable distance and can pique guestse interest, drawing them to these
locations. Cruise lines use the ability of music to attract and create a con-
genial ambiance to guide guests to locations of high consumption. The
following section provides a descriptive overview of typical performance
contexts and practices.

There are many performance locations on a cruise ship delineated by
only a grand piano, or a musicianse area where a drum kit, ampli‘ers, and
a keyboard are temporarily set up. Some of these areas, if skillfully imple-
mented, can generate large amounts of revenue, part of which involves
appropriate use of musicians. Cade Kupiec, a drummer, contrasts the ect
of locations where music is of primary importance with that where music
is deemed to be secondary:

Generally in the show band | was fortunate that most of those gigs
were [in] the theater, which was the larger of the two venues to play in
... Usually after there would be a smaller lounge where theye«d have a
smaller act play . . . and maybe theyed use a guest entertainer because
they knew it wasnet going to get the same draw on the backgrounds. . .
Occasionally we do a deck set but this could be demoralizing as guests
ignored the band. (Kupiec, interview, New York, October 11, 2011)
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Time as well as space aects cruise ship music. There are four types of
day on a cruise: the sea day; the port day, when the ship departs the port at
around 5:00 p.m.; the embarkation day, the “rst day of the cruise; and the
rare overnight stay in a port. Most musical performances occur on a sea
day with around 33 hours of live music per day. It makes sense for cruise
ships to invest in the sea day: Guests do not get up early and instead spend
the day relaxing around the ship. Because the ship is at sea, all money spent
reverts directly to the cruise line, and consequently the company wishes
to maximize onboard expenditure on a sea day. As musical performance
attracts and retains guests, musicians play extensively and in many locations
on sea days, with performances usually starting at 10:00 a.m. andflishing
at 1:00 a.m. Sea days usually follow (and precede) port days, as consecu-
tive sea days are rare (although they do occur). On port days, guests have
often been sightseeing and go to bed late. For this reason, comparatively
later performances are scheduled. Few musical performances are, there-
fore, scheduled in the morning of a sea day when guests are waking and
breakfasting. After breakfast, at around 11:00 a.m., a few pre-lunchtime
poolside and solo cocktail performances are scheduled to entice tourists to
lie by the pool or sit in a bar before lunch. After lunch, when guests may
wish to relax, the lido deck becomes the focus of musical entertainment.
Guests are encouraged to relax on a deck chair and buy the drink of the
day. These performances peak around 3:00 p.m. and decline in number
during the afternoon. From 7:00 p.m. until midnight, performances are
few in number. If they are scheduled, they are likely to be prerecorded
music and often advertised as sdancing under the starse. After 5:00 p.m.,
solo performances, often cocktail piano sets, come to the foreground while
guests are waiting to dine, visiting the bar on the stern or bow of the ship,
and watching the sun go down while having a drink. A tinkling cocktail
piano in the background makes for a congenial aural environment. Such
musical performances are secondary to the main purpose of relaxation and
conversation, and the low level of interactivity creates an undemanding
ambiance. Such performances dominate the shipboard musicscape (Bitner
1992; Oakes 2000) until 8:00 p.m.

After dinner, many guests attend the evening theatrical show, which
may be a guest entertainer cabaret or a production show in the main the-
ater. Both performances usually occur between 8:00 p.m. and 10:00 p.m.,
which coincides with a slight dip in the number of cocktail performances
and the start of the main evening entertainment. Despite the fact that eve-
ning performances are ‘nished relatively quickly, usually lasting no more
than 45 to 60 minutes, they provide a focus for the eveninges entertainment,
encouraging guests to stay out rather than returning to their cabins, and
to stay in one place, rather than wandering around di erent events. The
evening show is a focal point and is designed to provide high-energy, uplift-
ing experiences that lift guestse mood so they continue their evening while
purchasing experience enhancements.
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Most modern cruise ships have a large central lobby that extends from
the shipes top down through several levels. Access to the main theater is
usually via the upper levels of the main atrium, so as guests exit the main
evening show in the main theater , the sound of a performance, scheduled
on the «grounde "oor, “ lls the void, encouraging guests to continue on to
other musical events. Cruise Director Smith explained:

[The musical director and 1] worked very hard at trying to make sure there
was no dead space where people were walking. We didnst want dead space,
we also worked really hard at guiding the musicians to play the songs that
everyone loves to hear at set times. So, for example, the second show at
8:45 p.m. came out at 9:45 p.m. Did we want [a band in the lobby] at 9:45
p.m., with a thousand people walking past them, playing *When | Fall in
Lovee? Or did we want them performing an upbeat, fun song, creating an
atmosphere that kept people staying out? We worked really hard at that.
We wanted upbeat, fun music so that when people were walking around,
they wanted to stop. (Smith, interview, London, 17 October 2011)

Guests who attended the theater can lean over the railing to watch the
performance a few decks below, perhaps purchasing a drink or continuing
along and watching another performance. It is important at this point in the
evening for the ship to be buzzing, as excitement and activity draws guests
onward. Those guests who choose to stay out will ‘hd a large amount of
performers around the ship, especially piano and guitar vocalists, as well as
prerecorded dance music in the disco, karaoke, and live jazz performances,
all of which provide a number of options for di erent tastes. These per-
formances peak between 10:00 p.m. and 11:00 p.m. and quickly taper o
until 1:00 a.m. As already mentioned, the following day is usually a port
day, and guests may wish to get up early, so by fishing musical perfor-
mances, guests are prompted to retire into their cabins.

MEDIATED ENCOUNTERS WITH THE «OTHERe-:
COMMODIFIED EXOTICA

Tourism involves the process of the consumption of images (which can
include aural images), nurtured and cultivated by the media (Berger 2011;
Urry 1990). Imagery is central to increasing the desire to undertake tourism
(Williams 2006), and to de“ ne and add meaning to the destination itself
(Tresidder 2011). The concept *Tahitis, for example, brings to mind pre-
packaged and mediatized images, such as balmy beaches and warm ocean
dips, or perhaps a maiden plunking a ukulele under a palm treé.These
populist images of Tahiti as a tourism product are manifestations of sexoti-
cisme, a particular mode of representation of a culture di erent from onees
own (Célestin 1996, 2) and sthe borrowing or use of music materials that
evoke distant locales or alien frames of references (Bellman 1998b, ix). This
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can occur as musical sborrowinge of elements of nonfamiliar cultures by
artists, or in performance as sspectaclé=Tourism destinations are de‘ned
by such images, using signiérs of a destination that are easily assimilable
and nonthreatening, and they are generated by travel programs, advertising
campaigns, and popular media. They are specitally designed to generate
a desire to consume such images, encouraging consumers to take vacations
to exotic locations, thus helping to fuel the tourism industry. Such touristic
performances are rarely, if ever, promoted as anything other than authen-
tic. Concepts of authenticity are used to sell everything, from objects such
as souvenirs, clothing, and fabrics to experiences gained during festivals,
rituals, and cruises. Thus, cultural objects or experiences become market-
able tourism products (Xie and Wall 2008) negotiated between the tourism
provider and the tourist. This authenticity may be considered as performa-
tive, in that authenticity is suggested by resemblance to popular representa-
tions of a culture rather than any essential (indexical) authenticity that may
adhere to traditional cultural practices.

One of the most common commodi“ed non-Western cultural and, spe-
ci“ cally, musical forms o ered on board cruise ships are the «Caribbean
bandse that provide a dependable and palatable version of Caribbean, Latin
American, and related Western pop music for guests. These ensembles
range from reggae bands using a standard rock lineup to bands featur-
ing steel drums along with ampli“ed instruments and, on occasion,
solo steel drum players playing to MIDI accompaniments. This style is
SO0 common on cruise boats that it is usually just referred to as *Carib-
beane. The repertoire usually comprises a mixture of calypso classics from
various decades, such as eYellow Birde and David Rudderes «Bacchanal
Ladye; Harry Belafonte numbers, such as «The Banana Boat Songe; soca
hits, such as Arrowss *Hot, Hot, Hote; Bob Marley compositions, such as
«Jammine and *One Loves; and etropicaliste Western pop songs, exempli-
“ed by Jimmy Bu etes anthemic *Margaritavilles. This diverse material
is integrated into a mellow, mid-tempo, musical "ow usually performed
on the pool decks as sonic accompaniment to the consumption of after-
noon cocktails. It is esymbolically authentice as it looks and sounds like
expected popular representations of Caribbean bands rather than any
actual regional performance style. Any sense of spect‘place and culture
of origin is e aced in favor of a vague Caribbeanistic groove and sense of
sun-drenched hedonism.

The experience many travelers have onshore is often just as mediated
and einauthentice as their onboard experiences. With regard to touristse
experience of the Caribbean, the «Island Villages situated next to the cruise
terminal in Ocho Rios, on Jamaicaes north coast, is virtually an onshore
extension of the shipboard environments for those who visit. The evillages,
actually a market area, is populated by stalls selling material targeted
at brief stopover tourists, such as T-shirts, srastacapse (with dreadlocks
attached), and Bob Marley memorabilia along with the quintessentially
commodi“ ed exoticism of a «Jimmy Bu etes Margaritavilles café franchise,
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where consumers can purchase a real «Cheeseburger in Paradises. The whole
space is sanitized and safe, contained in the guarded and fenced-area of

the cruise terminal, to which locals cannot usually gain access. The real-
ity is past the gate, where beggars sit and assertive young men attempt to
persuade unaccompanied passengers and crew to go on unlicensed sguided
tourse. As Garin noted about a visit to this evillages in 2006, apart from
touristic souvenirs, his only brush with Jamaican culture was in:

the upbeat rhythms of the four-man reggae band giving a free show near
the entrance: Dancing in front of them is a young woman dressed up
like Aunt Jemima, a fake Carmen Miranda fruit basket on her head and,
beneath her dress, great big pads to simulate a plantation smammyese
enormous rear end and bosom. As the passengers she appreciatively
past the twenty-“rst century minstrel show, none hears the dreadlocked
singerss words. *Oh God, he sings as they pass, heads bopping in time to
the song. sLook what theyere doing to my soul. . . Oh God! Oh God! Oh
God! Look how they take control.s (Garin 2006, 279)

Such performances are represented as sauthentically Jamaicane by virtue of
being performed in a tourist location with popular cultural references to
local culture, yet they are just as banalized as onboard performances.

Figure 4.2 A Caribbean band playing on the lido deck of a cruise ship. Reproduced
with photographer permission.
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Even when the cultural/musical commodity on o er is far more speci‘c to a
region than the Caribbean commodity circulated internationally on cruise
ships, the product is just as diluted. Tahiti in French Polynesia provides a
good example. Two types of cruise ships visit Tahiti: those visiting Tahiti
among several di erent ports, and those that are resident there. The visi-
tor ship will visit Tahiti as a part of a longer voyage, with visits to many
other ports. These visits may last a few days in the case of a Paai‘island
voyage, or several months in the case of a world cruise. For these tourists,
Tahiti is one among several places they may visit. Therefore, it is essential
that Tahitian culture be presented in an easily and quickly assimilable man-
ner. Three resident ships stay in Tahiti year-round: the small cruise ship
M.V. Paul Gauguin, the combined cruise ship/cargo vessel M.V. Aranui
3, and the 22-passenger M.V. Haumana. Princess Cruises often places a
smaller ship, such as the 826-passenger M.V. Ocean Princess in Tabhiti for
the northern winter. These vessels attract guests interested in a longer and
more thorough stay speci“cally in Tahiti and require a closer, though safe,
and educational and entertaining introduction to Tahitian culture.

There are three ways in which cruise ships present Tahitian culture to
their guests: in dockside performances, local shows, or regular production
shows. Di erent ships use these shows variously to cater to the perceived
requirements of their consumers. Dockside performances involve groups of
musicians and (at times) dancers performing on the docks of the restricted
port areas as passengers embark and disembark. These performances
commonly take place near the port entrance, where guests can see them
regardless of which ship they are on. Passengers will have a similar experi-
ence regardless of the type of cruising undertaken. As the port authority
organizes such performances, these are examples of how the government
prefers tourists to see Tahiti. Visual and musical signitrs delineate Tahi-
tian culture. Costumes are simple but colorful. Instrumentation usually
consists of Tahitian drums, guitars, and the ukulele, the ubiquitous symbol
of Polynesian music. Organizers do not design these performances as for-
mal concerts; indeed, many tourists may feel uncomfortable stopping and
observing the performance. Rather, they are designed to provide an aural
and visual signi“er of Tahiti and Tahitian culture, welcoming the visitor
to a constructed and packaged Tabhiti. While they are carefully organized,
dockside performances have many of the trappings of informal perfor-
mance (e.g., lacking a formal venue such as a theater, stage lighting, seats,
etc.). Performances take place in the port area, a multipurpose environment
used for both shipping business and, in this case, performance. They usu-
ally occur when guests are leaving the ship (the rst few hours the ship is
in port) and returning (the last few hours before departure), though such
performances may consist of several groups performing one after the other
with breaks. The port area, a restricted space where locals are not usu-
ally permitted to venture, is considered by guests to be a ssafee place,an
extension of the safe cocoon of the ship. Most cruise ship guests also have
an opportunity to experience choreo-musical shows performed by local,
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(shore-based) musicians and dancers on board the cruise ship. Nearly every
visiting cruise ship books such a show. If the ship sails in the evening, the
local show will occur just before sailing when most guests have returned
to the ship. If the ship is overnighting (which is rare, as this practice is
expensive for the cruise linef the performance may take the place of the
evening cabaret show. These performances are more commoditi and con-
trolled than dockside performances. Musicians wear Hawaiian-style shirts
and trousers, while dancers are dressed in straditionale grass leg skirts, or
in skirts and bikini tops, playing to the exotic and sensual expectations of
cruise ship guests. Cruise Director Jamie Logan writes of guests, saying
that a successful Tahitian performance was eclassy and colorfule (2011). It
is signi“cant that classy and colorful, rather than re”ective of local culture,

is the requisite of the successful local show.

CONCLUSION

As analyzed in this chapter, the intersection of music and tourism takes
several forms. Some interactions are primarily event and/or locale based,
providing musical experiences in places that appear to be congruent with
the cultural context of the form for those able to a ord to visit them.
These locations may re”ect myths and/or actualities of origin (e.g., New
Orleans, commonly recognized as the <birthplaces of jazz), or else insti-
tutional traditions (e.g., Wangaratta, in southeastern Australia, which
has hosted the premier national jazz festival since 1989). Others may be
more concerned with a more di use musical and/or countercultural ethos
(such as the UKes Glastonbury Festival). Cruise tourism is signantly
di erent in that while the previously mentioned location-based tour-
ism involves the transport of tourists to the locations in question, cruise
tourism focuses on the transit of tourists between set points in bating
epleasure palacese. The cruise travelerse destination is the ship itself. The
congruency of musical forms and the place of their performance is com-
plete in that the music performed on board cruise ships is music designed
for cruise ship performance. In this regard, it is as sauthentice as any other
form of musical practice. Indeed, as this chapter has demonstrated, cruise
ship tourism has distinct repertoires, performance practices, venue and
scheduling structures, performer lifestyles, and traditions of audience
interaction and consumption that constitute a (living) heritage form. This
heritage may be one that has been created within the sphere of commer-
cially crafted popular music and enabled by the ‘hancial structures of
ship-based tourism operators but it is, nonetheless, distinct and dynamic
and as worthy of analyzes as it is patronage. There is also the heritage of
consumer exploitation alluded to in the title of this chapter, as cruise ship
patrons are smoothly ¢"eeceds through their complicity with the pro“t-
generating mechanisms that the lines operate as the core element of their
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commercial rationale. Commodi“ cation is an all-encompassing aspect of
the musical experience of cruise ship tourism, making it arguably one of
the purest forms of modern commercial musical practice in both tourism
and the entertainment sector in general.

NOTES

1. The poem is available open-access online, see, for instance, R.C. Seatones
translation online at http://classics.mit.edu/Apollonius/argon.html.

2. The salaries of onboard service sta are not built into the ticket price and are
presented as a egratuitye on the hal bill. Musicians are not tipped sta , and
so this income stream falls outside the current study.

3. This is not a term used by Pine and Gilmore but coined by the authors here,
and it applies to the cruise ship as an experience.

4. In the last few years, cruise lines have also begun to develop sspecialtye res-
taurants that charge an additional fee for an improved dining experience,
including supposedly better food and service. Irtheserestaurants, music is
regularly provided as an encouragement to attend these restaurants and con-
tribute to onboard revenue.

5. A proportion of music on ship is prerecorded, occurring particularly in the
disco, in some lido deck performances, and between sets in the ballroom
dance venue. While this music is in the minority compared with live perfor-
mance,a situation at odds with land-based music,this music also func-
tions to guide guests to locations of high consumption and is also considered
in this study.

. At the request of the cruise director, «John Smithe is a pseudonym.

. See, e.g., Williamson (1986), who describes how women and island paradise
are linked in media images.

8. These approaches are common in Western art music, such as Handelss east-
ern dramas and MozartssRondo alla Turka (Locke 2009, 87...100, 123...26),
as well as in popular music, such as the in"uences of Indian music in the
music of the British invasion (Bellman 1998a) and modern constructions of
*World Musice (Taylor 1997).

9. Port fees for overnight stays are more expensive than those for day stays as
the port authority must employ people for the nighttime as well. For this rea-
son, overnight stays usually occur on long voyages such as a world cruise.

~N
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5 Mobilizing Music Festivals for
Rural Transformation

Opportunities and Ambiguities

John Connell and Chris Gibson

Economic decline in rural Australia, as in many parts of the world, has
become an issue of national importance. Consequently, the infrastruc-
ture and community life of many rural and remote towns has slowly dis-
appeared through bank branch closures, the loss of football and cricket
teams, and declining populations in some areas, resulting in sometimes
desperate eorts to stimulate immigration (Argent and Rolley 2000; Con-
nell and McManus 2011). Restructuring of traditional agricultural indus-
tries and a resurgence of mining have also created new patterns of winners
and losers,and new " ows of people, investment, and infrastructure. Cer-
tain regions, such as parts of Queensland and western Australia, where
mining has boomed, and Victoria, with better soils, more space, and high-
capital-intensive forms of production, have improved their economies of
scale, gained export markets, and retained or even boosted their popula-
tions. In other regions where farms and exports are smaller and where
capital is scarce, local economies have stagnated and young people have
left in droves. In some coastal places, stagnation has been avoided by the
growth of tourism and in-migration from capital cities (known in Australia
assea-changamigration because it implies urbanitess downshifting careers
and material expectations in order to pursue lifestyle benets of living in

a quiet coastal location; see Burnley and Murphy 2003). In such places,
there is a rather di erent, and dynamic, context of growth and prosperity.
Patterns of growth and decline and resultant social problems have not been
distributed evenly between, or within, regions: what are now described as
patchwork economies. While some centers continue to grow, many smaller
towns have become caught in a vicious cycle of decline, losing residents,
industries, and con“dence about prospects for a sustainable future and
fearing neglect from the center.

In this setting, music festivals have emerged and proliferated. This chap-
ter discusses music festivals in the contexts of attempts to stimulate tourism,
migration, and regional development, through drawing rural communities
together and creating a new element of what has been seen as the spost-pro-
ductivist economy,s the switch toward service industries, rural tourism, and
the creativity economy (Gibson 2002). Festivals reé&ct patterns of decline
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and growth, and the social and economic processes behind them, and gen-
erate new mobilities of people, capital, and cultural in"uence. Music fes-
tivals have sometimes been actively incorporated into attempts by places
to reinvent themselves (sometimes in surprising ways), have helped turn
around economic and population decline, or have played a substantial role
in changing the character and distribution of bene*“ts from the local econ-
omy. Yet, as we shall show, music festivals have certain limitations,not
least the kinds of music and the kinds of patrons,that sometime result in
social divisions and antagonism. Festivals are no guaranteed panacea.
The focus of the chapter is on festivals situated in what in Australia are
called country towns, usually ranging in size from 5,000 to 30,000 people,
though some, like Bermagui, our case study, are considerably smaller. Many
small towns have a declining agricultural base and relatively homogenous
populations with little in-migration, where indigenous people are a small
numerical minority. Others such as Bermagui have received sea-change
migrants from big cities and, although ethnically still quite homogenous,
feature tensions between longtime residents (often working-class, and once
employed in “shing or agriculture) and middle-class, a uent newcomers.
Exactly what opportunities and antagonisms result from the new mobilities
catalyzed by festivals is our focus here. These mobilities are musical, per-
sonal, professional, material,,circuits of sounds, performers, stallholders,
suppliers, migrants, tourists, and audiences. In a case study we explore in
the second section of our chapter, the Four Winds classical music festival in
Bermagui, we discover that musical mobilities in particular, far from being
peripheral to regional development concerns, are a central concern.

MOBILIZING MUSIC FESTIVALS

Regional festivals are scarcely new. In regional areas of countries as dir-
ent as China and Australia, the tourism spin-o s deriving from the promo-
tion of festivals are seen as one means of redressing rural decline, reversing
" ows of out-migration with new, albeit temporary, surges of inward mobil-

ity (Walmsley 2003; Xie 2003). In 2003, an annual international music
festival was argued to be the only viable means of rescuing the host Shoal-
haven River Estate (in New South Wales) from bankruptcy and mount-
ing debts; later that year in the same state, the tiny former gold mining
township of Hill End, with just 120 people, launched the inaugural Hill
End Jazz Festival, which brought 1,500 visitors, enough to raise sucient
funds to buy a de“brillator for the community (Gibson and Connell 2005).
Regional towns, such as Aldeburgh, Glyndebourne, and Glastonbury in
the UK, Bayreuth in Germany, and Woodstock in the US, have been so
successful that their festivals, across various genres of music, have substan-
tially improved economic and social capital and resulted in those places
largely being known, even de'ned, through their festivals. In such places,
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festivals have become a long-term place-marketing strategy, rather than
simply a short-term, one-o event (Hall 1989). Festivals may bring multiple
bene“ts to rural communities: stimulating short-term employment, improv-
ing the skills of residents and their chances of hding future work, enhanc-
ing social cohesion, and reinventing places and their images. In short, they
can put towns on the map and keep them there. And by and large they are
an enjoyable way of doing so. In other places, festivals are small and the
real skill is in managing to marshal enough resources, to call on favors, and
make ends meet. Festivals also fuel creative frugality.

The contemporary proliferation of music festivals is remarkable,big,
small, conservative, radical, alternative; every demographic and niche audi-
ence is catered for, from childrenss music to speed metal, opera to techno.
In their proliferation, they “ Il some of the smallest and most specit niches:
as in the Roy Orbison Festival in Wink, Texas, or the Elvis Presley Festival
in Parkes, New South Wales, both dedicated to the music of a single (dead)
musician. Herrang, in Sweden, an otherwise small and largely anonymous
village and described on its own website as «a sleepy one-horse town in the
outskirts of nowhere but still fairly easy to reach by car or public transpor-
tatione (quoted in Gibson and Connell 2012, 7), hosts the worldes largest
annual gathering of jitterbug (swing jazz) dancers. Individual instruments
too can be rationales for music festivals, often where regional traditions are
strong (or are revived in the face of cultural globalization), where competi-
tion for hotel space and visibility is less “erce, or where specialization gives a
small-town festival a unique niche. Examples include the Cape Welsh Inter-
national Harp Festival (in Caernarfon, Gwynedd); Australiass International
Guitar Festival (held in Darwin in the countryes remote tropical north); and
the Yosemite Flute Festival (held on the edge of the national park in Cali-
fornia and that specializes in Native American "utes). For violins alone,
there is an international network of events, mostly in small towns and rural
locations. For bagpipes, there are festivals in Glasgow (Scotland), Malahide
(Ireland), Strakonice (Bohemia, Czech Republic), Mihovljan (Croatia), Gela
(Bulgaria), Mont Cassel (France), New Jersey (US), and Minsk (Belarus),
far beyond where bagpipe festivals might have been expected. Such unusual
networks de“ne the geography of music festival mobility.

Festival diversity is no less in Australia, from opera in the Outback (and
opera in the Paddock), to heavy metal in Scone, and multiple jazz festi-
vals in wineries and on riverboats. Every state has a major country music
festival, and Tamworth (NSW) and Gympie (Queensland) are two towns
essentially de'ned and largely marketed by their country music festivals
(Edwards 2011; Gibson and Davidson 2004).

The contemporary proliferation of festivals builds on a legacy of previous
generations of rural residents staging agricultural shows and carnivals, but
as in the Northern Hemisphere in the late 1960s and early 1970s, it was a
particular form of urban-to-rural mobility that really got things going. The
hippie rock scene was characterized by festivals staged by urban subcultures
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in idyllic rural/pastoral locales: examples include the Pilgrimage for Pop
festival in Ourimbah, Nimbines Aquarius Festival, and the Meadows Tech-
nicolour Fair in South Australia. Subsequent phases of growth and diver-
si“ cation occurred in the 1980s, with the rise in popularity of commercial
country music (both globally and in Australia, where it especially chimed
with rural audiences), and in the 1990s, with the increasingly fragmented
market for popular music.

That decade saw the emergence of rave culture (in Australia, outdoor
techno events in rural locations became known as <bush doofs,» an ono-
matopoeic reference to the bass line sounds of the music); the Lollapalooza
format of alternative/hard rock festivals (with their Australian equivalents
in the Homebake, Meredith, and Falls Festivals); and the creation of a net-
work of blues and roots festivals linked to folk culture, acoustic styles of
blues and bluegrass, and World Music. All of them relied on urban audi-
ences traveling to rural and small-town locations to soak up the music and
rustic ambience.

By 2007, when we undertook a major audit of music festivals in three
Australian states (NSW, Victoria, and Tasmania), there were no fewer than
288 music festivals in rural areas, a remarkable statistic given the numeri-
cally tiny contributions made by those areas to the overall residential popu-
lation. Of those, just under half were country, jazz, or folk festivals, and
another third were generic *musice festivals not pinned to a spec& music
style (Gibson and Connell 2012). Every town and even most small villages
now host a music festival of some sort.

Cairns (Queensland) has a ukulele festival, and Hawkesbury (NSW)
hosts the National Fiddle Festival, which ecelebrates the Fiddle from all
cultures in all genre of musice (quoted in Gibson and Connell 2012, 8).
Bagpipes predominate at the Glen Innes Celtic Festival and the Bunda-
noon is Brigadoon Scottish Festival (Ruting and Li 2011). Perhaps indica-
tive of just how specialized such music festivals may be is the Australian
Gumleaf Playing Championship. Held annually in Maryborough (Victo-
ria), with its coveted Golden Gumleaf Award, it has become a focus for
enthusiastic Aboriginal and non-Aboriginal players from around Austra-
lia. Gumleaf playing started as an Aboriginal tradition but by the 1920s
was highly popular in the wider Australian community, trained in the
ancient art of whistling using eucalyptus leaves. The music festival scene
has expanded and specialized perhaps more than any other segment of the
special event industry.

Festivals also generate income. In the small town of Queenscli(Victo-
ria), annual tourism income from its music festival totaled over A$2 mil-
lion at the start of the century. For the festivales manager, Barbara Moss,
beyond the direct impact:

that economic impact is tied to the social fabric of the community. Ites
directly linked to the social health of the town and con“dence is always
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a big factor in economic growth. A lot of local people become involved
in the festival,up to 400 people volunteer to help out each year,and
weeve found that to be a big long-term stimulant to the economy. Some
of those people might otherwise be lying in bed watching Oprah. Now
theyere out getting involved. That connectivity, the bringing together of
diverse elements, is what social wealth is all about. (Gibson and Con-
nell 2005, 219)

These kinds of interrelated social and economic returns are particularly
meaningful in small towns like Queenscli with limited labor resources
and support infrastructure. In small places, festivals can scarcely go unno-
ticed; large segments of communities are mobilized to invest money, time,
and emotion in them. Festivalgoers travel great distances, and performers
and marketers may travel even farther.

Despite this involvement, festivals, and particularly small regional fes-
tivals,seemingly ephemeral, concerned with fun rather than jobs, often
not explicitly commercial, and largely invisible other than when actually
being staged,have been overlooked by regional development academics
and practitioners, despite obvious examples of successful transformations
they have catalyzed (Gibson et al. 2010). Current orthodoxy in regional
development research and practice has underplayed the contributions of
festivals, an attitude that privileges particular industries and perspectives
(often “ xated on agriculture, big business, and transport infrastructure) at
the expense of smaller-scale, seemingly transient phenomena. Even in the
most visible cases, regional development agencies, local council managers,
town mayors, and economic planners have taken years to be convinced of
the value of festivals because few seem to make much money. But as Aus-
tralia and other countries move toward a epost-productivist countrysides
(Gibson and Connell 2012), where agriculture is of declining signi‘cance
relative to other sectors, notably service provision, so the role of festivals
becomes even more important, more invaluable, and even critical.

Music festivals have further portrayed and enhanced creative industries
outside major cities, namely, in places that are physically and/or metaphori-
cally remote, are small in population terms, or which, because of socio-
economic status or inherited industrial legacies, are assumed by others to
be unsophisticated or marginal in an imaginary geography of creativity.
Lithgow, a former mining town in rural NSW, might hardly have been
expected to host a successful annual Ironfest, described by its website as san
arts festival with a metal edge, featuring art exhibitions, live music, street
performance, historical re-enactments (including the Australasian World
Jousting Tournament and a colonial battle re-enactment with three can-
nons and cavalry)e (Ironfest 2013). The tiny township of Nundle (NSW)
has capitalized by combining its 19th-century history of gold mining and
Chinese settlement in an annual Go for Gold Chinese Festival (Khoo and
Noonan 2011). Heritage, sometimes dubiously, has been invested with new
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meanings, and festivals and tourism linked to that heritage replace tradi-
tional forms of economic development.

In Australia, regional development is particularly challenging, not just
because the so-called styranny of distancee (Battersby and Ewing 2005)
has historically been considered a national economic problem, but because
internally large distances, uneven geographical distribution of wealth, and
a polarized urban hierarchy of a few large cities and a large number of
scattered, small towns characterize the Australian situation (Gibson et al.
2010). However, remoteness, marginality, and di erence can, in certain
circumstances, be brokered into a base for a distinctive and successful
industry (Gibson, Luckman, and Willoughby-Smith 2010). Provinciality
can be a point of distinctiveness and di erence.

Some festivals began for no special reason other than for entertainment,
and because local authorities wanted to enhance local cultural life. Others
started because of desires to promote particular musical genres, because of
the e orts of enthusiastic fans and local musical clubs looking for a focal
point on their annual calendars of events, or because musicians themselves
sought outlets for performance where few previously existed. Frequently in-
migrants into rural contexts have been the key movers and shakers behind
their establishment. Many music festivals in small towns happened just
once, or lasted for a few years depending on the enthusiasm of the local
organizing committee or local government-employed festival organizer.
Others survived, gained reputations, and developed their own heritages and
traditions, rising from small beginnings to national and even international
prominence. The more well-known have included the Tamworth Country
Music Festival, Woodford Folk Festival, Byron Bayes East Coast Blues and
Roots Festival, Meredith Rock Festival, the Wangaratta Jazz Festival, and
Goulburnes Blues Festival. All these are now known as leaders nationally
in Australia in their respective genres, having grown steadily from modest
local beginnings in country towns.

Economic bene‘ts are a function of the particular patterns of mobil-
ity and the predilections of those who travel to them. Hotels and res-
taurants are invariably primary bene“ciaries, since festivalgoers must
eat and sleep, and direct benes are also enjoyed by petrol stations, gift
and souvenir stores, PA and portable toilet hire companies, local trans-
port companies, and charities (who run ra es, cake stalls, and barbe-
cues). Secondary bends$ trickle down to various extents depending on
how much visitor spending estays locale through subsequent circulation
within the location, so that even lawyers, printers, furniture shops, and
undertakers receive extra income somewhere down the line. In the case
of the Tamworth Country Music Festival and Parkes Elvis Revival Festi-
vals, home-hosting schemes were launched to manage enormous crowds
that exceed accommodation capacity. In turn, they directed new dbws of
money into the wallets of local people, a meaningful spillover benet for
regional development.
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Music festivals are not merely local. They rely on supra-local patterns
and networks of people, money, and creative talent. In our audit, although
most music festivals wished to pro‘ie local artists, they also imported musi-
cians from considerable distances, an example of bringing eculture to the
provinces.e Distant businesses also benefrom festivals. A well-established
network in regional Australia takes many itinerant stallholders festival to
festival, earning a living selling food, clothing, or other items. Much of
what is sold, in fact, has nothing much to do with music,clothes, bags,
trinkets, garden furnishings; at the Parkes Elvis Revival Festival, itiner-
ant stallholders sell everything from national football club merchandise to
Harley Davidson gear, woven rugs, garden gnomes, local goat cheese, and
hand cream. Buskers too are part of the same regional circuits.

Much larger companies are involved in similar circuits. The tent provid-
ers at Parkes, Tent City Hire, are the same as at Tamworth, from where
the idea came. Tent City Hire increasingly dominate the market for tent
accommodation at outdoor music festivals in regional Australia, providing
tents at the Gympie Muster, Dingo Creek Jazz Festival, the Great Southern
Blues Festival, and Splendour in the Grass. Their format of establishing
temporary tent communities on festival sites is convenient for patrons and
provides helpful order and predictability for organizers, but the monetary
bene“ts return to Queensland. Portable toilets too are very big business,
as evocatively portrayed in the hit Australian “Im Kenny. These portaloos
tend to be rented through hire companies (such as the evocatively named
1,300 Dunnyse) that are organized territorially: For obvious reasons, cart-
ing empty (and full) portable toilets around by truck can be both expensive
and messy, so the market is broken up into regional providers. Intricate and
ever-changing economic circuits link regional music festivals.

The economics might be benetial, even where income trickles back to
the cities, but environmental and social costs may bring conict and dis-
may: Festivals can destroy €lds, generate waste, ensure trac jams, and
guarantee noise. They can annoy local residents with pollution and conges-
tion and by attracting sunwanteds types of people (often revealing as much
about local residentse imagined picture of themselves as of the behavior of
the festivalgoers), and thus conicting with the image local people might
wish for themselves and their towns.

Where crowds have become too much, festivals have even been drummed
out of town, as occurred at Byron Bay (Gibson and Connell 2012). One
of the most striking and distinctive regional music festivals is the Parkes
Elvis Revival Festival in a small town 400km from Sydney. Its genesis was
derided as frivolous and inappropriate; it struggled to overcome 'bods and
bush“res in early years but was bolstered by the support of the local rugby
club and eventually the council and tourist board. Even still, there was
opposition from many local people who hated the noise and congestion
and, above all, saw the image of a latter-day Elvis as inappropriate for
a town that prided itself as the center of wheat growing in New South
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Wales (Gibson and Connell 2012). In Tamworth, huge crowds and peren-
nial pressure to deliver massive tourism and economic development benes"
has placed pressure on organizers to broaden its remit from country music
to become a more generic music festival. The festival hired teen idol singers
and techno-pop bands, alienating the traditionally older crowd. Stalwarts
resented stheire festival losing touch with its country eroots.e

Festivals do not therefore necessarily bring people together, and commu-
nities can be divided over the merits of festivals, both in general (in terms
of congestion and noise) and to the specit festival (and who is involved).
Change of any kind can be unwelcome, and proponents of change, including
festivals, are often derided,however erroneously,and ignored as blow-
ins who do not have roots in or understand the local community. Indeed,
it is one of the characteristics of most small towns that they are inherently
divided, by religion, politics, sport, class, and also race,which divisions
may spill over into music festivals, with concerns over who is excluded
and who bene“ts. Con”icts can ensue over local spaces, resources, and
the direction and meaning of the event itself. Festivals include and exclude
people by drawing boundaries around community, through subcultural
a liation, prerequisite knowledge to appreciate narrow music styles, spe-
cialist knowledge required for entry (in the case of, for instance, raves), or
meaningful participation.

In the second half of this chapter, we explore some of these tensions
and di erences by focusing on the Four Winds Festival, a classical music
festival in rural New South Wales, at which we have conducted interviews
and surveys over a period of some Ve years (including work by our proj-
ect colleagues Michelle Du y, Gordon Waitt, and Andrea Gordon). This
case demonstrates that staging a successful festival is rarely easy; requires
dedication, commitment, and creativity; and may still be opposed. Yet
it also shows that even in the face of occasional antagonism, disinterest,
conservatism, and uncertainty, it is possible to thrive, enable some degree
of regional growth, and transform the image of a small town. At the
heart of that story, notwithstanding antagonisms, has been its steadfast
commitment to making quality music mobile, reversing an imagined hier-
archy that positions small remote places as distant to creativity. For one
weekend, at least, a small coastal town becomes a hub for musical and
critical expression.

THE FOUR WINDS FESTIVAL

The Four Winds Festival is held biennially near Bermagui, a small town
of around 1,300 people on the Sapphire Coast, 400km south of Sydney.
Bermagui, like many country towns, is remote from metropolitan markets,
but with two possible advantages for festivals: its coastal setting and some
proximity to the national capital, Canberra, from where it is a location for
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second homes. Once a signiéant “shing, agricultural, and timber center,

as each of these has struggled to survive, it has gradually become a residen-
tial, sea-change retirement town, and a small tourist center, slowly going
through a process of rural gentri“cation.

The idea for the Four Winds Festival came from a small group of local
people wanting to “Il a gap in locally available music. According to Sheila
Boughen, chair of the festivales board, sthe community down here seemed
to have no or limited access to high quality classic and classical music, so
we got together in 1991 to see how we might do something about that. We
just donet see why if you live here you shouldnst have access to high qual-
ity classical musice (interview, Bermagui, October 2007,all subsequent
guotes are from this interview unless otherwise noted). At the same time,
classical music represented a new niche: «Our gig is the classical gig so we
donet step on Merimbula Jazz or Cobargo Folk and anything else.e The
Four Winds Festival eventually beneted from some complementarities
with other quite di erent festivals and contributed to regional integration
by sharing support services such as lighting and food.

While the initial objective was cultural rather than economic, rather
later, recognizing socioeconomic changes in the area, the festival com-
mittee increasingly felt that, since farming, “shing, and forestry in the
region were declining, a new source of economic development was needed.
According to Boughen, *We feel really strongly that culture can be an eco-
nomic asset for the area and is already an economic asset . .. so we de“
nitely see ourselves as part of a new identity for Bermagui and the area.e
Recognition of that role by the wider community was slow to evolve;
indeed, 16 years later in 2007, sthe community wouldnet even know that.
We think that they just think weere a gig at Easter. But our area is also the
start of the Bermagui to Tathra arts trail.» Like many festivals, but espe-
cially those with a seemingly elite orientation, and classical music festivals
are relatively rare, the festival developed few early links with the wider
community. Some locals perceived it as having deliberately chosen an out-
of-town site and having made few moves to challenge local notions of
elitism. As one commented early on: «The Four Winds Festival didnet hit
my radar over the weekend. | was busy with family and we had plans to
go “shing. We hadnet a clue what they were doing. Ites crap. They were all
still hanging around the park when we went o to the pub with friends.e
(quoted in Du y and Waitt 2011, 54) The festival was set in an outdoor
amphitheater at Barragga Bay, close to the ocean some 10km south of
Bermagui. Its existence created the site. The amphitheater was a privately
owned paddock that was initially temporarily terraced, with marquees at
the top of the hill for food, wine, and toilets.

The festival began in 1991 and ran annually until 2000 when it became
a biennial event, since the voluntary board egot a bit exhausted.e The
board had ten unpaid members (more than half from the Bermagui area,
but some in Canberra and Sydney with local connections) with a paid
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part-time administrator with high-level “ nancial and accounting skills,
a similarly part-time paid artistic director, and a part-time production
assistant doing most of the logistics, such as booking artists and stage
management. Other workers were hired intermittently, especially at festi-
val times when volunteers were also highly involved.

By the end of the 2000s, the festival board had developed what it called
the four pillars:

€ The place: inspired by and celebrating nature and its beauty, creating
a sense of belonging through the program interpreted around the site
and our area.

€ People and community: We value relationships by making people feel
welcome to our community while increasing our local audience. We
are active in developing the role of culture as an asset in our region,,
local and beyond.

€ Music and performing arts: We focus on “ne music of all kinds, with
a balance between the new and familiar classical, appropriate to the
festival site and our core audience. We encourage elements of magic
and the unexpected, which both comfort and challenge.

€ Outreach through arts and education: Provide a way of taking great
quality music to the schools and community in our region, through
an interactive creative process leading to students contributing to the
development of the arts. We encourage a love of music and the arts
(quoted in Gibson and Connell 2012, 146).

The “rst festival at Easter 1991 was designed as a test run and by invita-
tion only (a policy that may also have unwittingly fueled notions of elit-
ism). Two hundred people came, as did rain, so the festival transferred to
Bermagui community hall; «It ended up being a real event and the whole
move showed us that it wasnet just the music, it was the community and the
place.s Serendipitously the sense of exclusion and elitism was challenged.
The festival was opened by actress Patricia Kennedy reciting poetry, inci-
dentally accompanied by a "ight of ducks descending on the lake behind
her, a link with nature that the festival has constantly stressed.

Like most festivals, it grew steadily over the years, by 2012 attracting
about 1,500 people on each of its two days. By 2008, about a third were
local people, from Batemanes Bay to Merimbula and the hinterland. A
third came from Canberra, and a further third from elsewhere, mainly
Sydney and Melbourne. The goal was to increase the local audience: ¢If
we increased overall but it was all outside the local area we wouldnst
be ful”lling the reason we exist.e By 2010, about 45 percent of audi-
ences were local people. Like most festivals, marketing budgets were
small, and marketing was deliberately informal and personal, primar-
ily erelationship marketing,» as Boughen described it, with a quarterly
newsletter and brochures to a database of about 1,500 people. The only



Mobilizing Music Festivals for Rural Transformation 125

overtly commercial marketing was cinema advertisements in Canberra,
Narooma, and Merimbula. Such marketing therefore assumes a sign#*
cant amount of return visiting.

Four Winds attracts a largely middle-aged and middle-class audience,
wrapped warmly, with many wearing iconic Australian Akubra hats. Visi-
tors came for several reasons, but ambience played a big role:

We found there were four reasons why people came; they come
because when they come and park their cars we open their car doors
and greet them and park their cars and that sort of stu, so they love
the welcoming and ites all low key. They love that it isnst full of cor-
porate banners ... and they love the connection to the community
like going into town . . . everybody wants to be in a little community.
Then they love the place and nature; the whole connection to nature
is huge because the site is very beautiful. Wesve done plantings just of
native species and itss got a lake behind so you can watch the music
and watch the ducks "y in . . . and then its the music . . . itss only one
of four reasons why people come.

The site was ecarefully managed to confm the idea of Bermagui as epara-
diseZ and little allowed to disrupt the conventional pleasures of this paradises
so that distracting human sounds, like tra c, were banished to the periph-
ery, and the spower and emotional rewards of the festival were heightened
by the combination of sounds of bellbirds, frogs and winds moving through
the treese (Du y and Waitt 2011, 52). The particularly attractive site and
its initial deliberate isolation from urban life created a strong connection
between visitors and place. According to Boughen, «The connection to the
place is huge and thates why people tolerate music they donet always like.
Indeed, *you can lie down and go to sleep at this thing and no one cares, do
a crossword or go up and have a coeee as opposed to a concert swhere you
think «oh bugger it, lve paid $50 bucks for this.Ze Consequently, speople
bring their blankets, picnics and chairs and youell see someone listening to
something else on the radio.s Flexibility and atmosphere were invaluable.
Visitors from the local area o ered additional reasons for attendance, pro-
viding a more prosaic insight into the role of festivals in rural revitalization.
For many, the event was a rare occasion where scommunitys was galva-
nized through simple enjoyment of beautiful music. One festival partici-
pant, Belinda, said:

like in the performance on Friday at the oval and here, getting moved
by the music. And then | look around. | think this is my community,
you know, | look around and . .. there is the woman from the local
corner shop and there is the people | know. And | just think, how luck
are we ... And, also this community has drawn this thing together.
(Du y and Waitt 2011, 52...53)
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Nevertheless some locals described the festival as snobbye (Gordon 2012,
113) and complained about high ticket prices (e.g., $100), which were
actually comparatively inexpensive nationally, but still out of reach of the
regiones many unemployed young people and low-income retirees.

Cuisine was an integral part of the festival, culminating for some in a
Saturday night outdoor feast in adjoining woodland. Food and wine were
separately organized. As the 2010 festival website observed:

As we all know Four Winds is a feast of music and art but equally
important we want you to experience some of the culinary pleasures of
this special region. We have worked hard with local foodies to provide
a range of food and wine options which are fairly simple, use local
produce where possible and t in with the feel of Four Winds and the
area . .. [and promised]. . . the opportunity to sample local wines and
delicious homemade foods from our marquee. Plunger coee, “ne teas
and local patisserie will be available all day. We will be selling oysters
grown in pristine Wapengo Lake and baguettes with gourmet ‘1lings.
(Four Winds Festival 2010)

By then, a newly arrived Bermagui gelato bar (the Bermagui Gelato Clinic)
had deliberately created a *special Festival gelato:s part of a wider transfor-
mation of Bermagui that included the opening of a $5 million retail develop-
ment including a café, wine bar, and delicatessen at Bermaguiss Fishermenes
Wharf. As the owner of the gelato bar pointed out, that had stimulated
social change: *Traditionally, Bermagui was not somewhere people went
out to eat . . . This summer wesve had queues out the door for the f'st time.
We need the region to develop gastro tourism and inspire the localse (quoted
in Baum 2010, 5). Cuisine was a means to buttress impressions of Bermagui
as ecultured,s further improving its appeal to middle-class baby boomers,
but also adding to tensions that the town had become more elitist.

Notwithstanding the risks of alienating resistant locals, the festival has
continued to emphasize delivering quality music to the whole local commu-
nity as its central purpose. From the beginning, a diversity of Western clas-
sical, Asian, and other non-Western musics were performed,a regional
attempt to introduce ideas of World Music,and the Festival sought out
some of the best national and international performers, even introducing
avant-garde performers to Australia, such as the American Terry Riley,
famous as a leading proponent of minimalism. Achieving the right musical
balance has been much debated, and is seen as the main constraint to suc-
cess and sustainability. According to Boughen:

| think the real risk in people not coming is if we stretch too far into
more esoteric music; too much contemporary is dehitely a danger . . .
so we sort of do a risk assessment of the program. Theress no doubt
you canet annoy your core audience so they like being stretched a bit.
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But if you turn it into a contemporary music festival it wouldnst work,
weed lose people.

At the same time, part of the festivalss goal was to cherish eclecticism and
celebrate all forms of musical expression. Eclecticism could both challenge
and intrigue audiences, and most festival programs combined new and
experimental work with pieces that were likely to be more familiar and
accessible. Here, as elsewhere, achieving a balance between musical goals,
community goals, and market development was never easy.

By the late 2000s, the festival was bringing in as many as 35 to 40 musi-
cians for each event, which involved an expenditure of about $150,000,
half the total budget. According to Boughen, the core of the music

tends to be familiar, traditional, classical music . . . string quartets and
so on and then we added on, after a few years, a Friday night cabaret
gig in town because we realize that Barragga Bay is a bhit out of sight
and a bit cut o . That gets sold out really quickly as lighter music,
more fun and a bit jazzy. Now weesve added on also in the last festival
a lunchtime forum . . . «Up Close and Personale . . . you get a chance to
meet people, say, living composers and musicians, and they talk about
how they do their work and give a little demonstration. Next year
weseve going to have an opening ceremony on the footy oval in town on
the Friday afternoon so ites now a three-day festival.

Among other things, the 2008 Up Close and Personal brought composer
Peter Sculthorpe and Aboriginal didgeridoo player William Barton together
to discuss musical composition. Meanwhile, staging events on the local
football grounds sought to physically bring performances closer to skepti-
cal people in town.

Like most festivals, ticket sales contribute only a small part of the reve-
nue,just a third of the income, with further thirds from grants and dona-
tions. The festival has sought corporate support, but according to Boughen,
*we havenet had much luck going to companies and getting money from
them, because whates in it for them? Ites a little country community.e It also
established the <Friends of Four Winds,* which sponsored events, brought
some performers to Bermagui, and gave its members a sense of personal
connection. In 2010, $773,000 was raised in a grassroots campaign, and
the Australia Council for the Arts approved a $420,000 grant for the festi-
val under the federal governmentes Creative Communities Partnership Ini-
tiative. Exactly how to interpret such funding is a source of contention. For
some working-class taxpayers, such grants are viewed as diverting public
money away from basic needs toward elitist high culture. In the case of Ber-
magui, however, this default class politics was cut across by other tensions.
The speci“c grant above was intended to broaden the festival from a focus
on professional performances to include greater community participation.
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Its purpose was to decenter the elitism assumed to be inherent in classi-
cal and art musics. Moreover, the festival, having secured funding from
the Australia Council for the Arts, was seen to have swone for a tiny rural
community funding normally soaked up by established cultural institutions
in major metropolitan centers. For local people resistant to the festival, it
came as proof that this seemingly exclusionary form of culture could cata-
lyze bene'ts for the whole town.

Indeed, the need for “nancial support coincided with the realization of
the value of developing and formalizing ties to the local community. The
Four Winds Festival was initially criticized for not supporting local people.
More than a decade later that perspective had shifted: «Our big push is
to connect more and be more visible in the local community regardless
of whether you come or not,* so that swe want to put roots down in the
culture and in the communitys (Boughen, interview, 2007). So much so
that by 2011: *We want to reverse the thinking that classical music is made
in cities. Our motto is *Born in BermaguiZe (quoted in Frew 2011, 14).
Since 2008, the festival developed a community outreach initiative called
Barnstorming, which involved initially performing at various local schools
and establishing public concerts, so that swe get somediv on of people,
since weeve got a big commitment to local education and to the cultural
development of the area. It introduced a free opening-day concert in Ber-
magui itself, with Aboriginal dancers from the local Yuin tribe (paid at
equivalent professional rates), as part of an agenda for greater social inclu-
sion. Later performances in Bermagui were staged in parkland, and per-
formers were brought in on, and often performed from the top of, drays.
The subsequent festival two years later was closed by Aboriginal women
from The Black Arm Band, who performed a scelebration of language and
cultural survival.e Before the festival, members of the band visited the Wal-
laga Lake Aboriginal community to share skills through a series of music
workshops, while for the “rst time a young Aboriginal musician performed
rap at the festival. Participants were clearly moved by the more substantial
indigenous presence. One participant, Sarah, said *The Didjeridu [Aborigi-
nal wind instrument], and energy down my spine, looking across the sea of
faces, more familiar people, more people | know, my communitye (quoted
in Du y and Waitt 2011, 52).

One unwitting community connection has been the role played by the
festival for nonpro* t music groups in the region. Because of the small popu-
lation and sparse nature of the regiones settlements, a commercial music
scene is barely viable, if at all (Gordon 2012). Musicians throughout the
region are rarely paid for performances anywhere. Audiences are simply too
small and incomes too low to support much disposable income being spent
on attending musical performances. In a context without much income or
wealth, regional residents have found other means to enjoy listening to and
performing music, like participating in community music initiatives, orga-
nizing nonpro“ t shows, and “nding freely available venues.
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Choirs are one such community music phenomenon in the region, with an
important link to the Four Winds Festival. In ethnographic work conducted
as part of this broader project (see Gordon 2012), it became clear that cho-
ral participation was vital to the sense of self, identity, and well-being for a
diverse range of local residents, not just incoming middle-class people, but
farmers (and their children), old retirees who lived their entire lives in the
region, ex-defense force workers, the unemployed, and regular people who
during the day work in shops, hairdressing salons, or teach at the local schools
(cf. Durrant and Himonides 1998; Hays and Minichiello 2005; Joseph 2007).
Singing together delivered simple bodily pleasure and triggered the emotions,
but it also generated an unusually inclusive sense of community, capable of
overcoming di erences in background, gender, and class (although some par-
ticipation was along gender lines, in menes and womeness choirs). Local public
schools run choirs and are linked to adult choirs throughout the region. Other
than the costs of sheet music, participation is free.

For community choirs, the Four Winds Festival was far from an
exclusionary or elitist event. Rather, the attempts by the festival board
to integrate with the community have generated important performance
opportunities for local choirs. They now perform at the in-town opening
ceremony, and during the on-site festival itself. In interviews, choir par-
ticipants from diverse class, age, and gender backgrounds emphasized the
festival as the highlight on their annual performance calendar: a one-o
opportunity to perform a paid performance at professional rates, alongside
highly acclaimed visiting national and international artists (Gordon 2012).
Choir participants rehearse and look forward to this performance, provid-
ing energy needed to keep them inspired and engaged. Jessica, a classically
trained local musician, said:

Weere lucky to have the Four Winds Festival which is generally a
[performance] opportunity for very high standard musicians. So that
helps a lot in terms of injecting a bit of lifeblood for the local musi-
cians to connect with . . . thates been fantastic, really fantastic. With-
out [the festival] it would be a much poorer place | think, musically.
(Gordon 2012, 112)

Another chorister, Nick, agreed that for local nonpro“ t choirs, this was a
pivotal occasion:

Especially since we devised the whole opening ceremony where ites all
done with local community members . . . | think ites really good to the
point where now theress lots of community involvement before the Four
Winds [takes place] . .. and then through the actual festivals there is
an element of involving whoever wants to be involved. Even if they are
a plumber or something [laughs] they will somehow get them involved.
(Gordon 2012, 113)



130 John Connell and Chris Gibson

By 2010, local dancers, school choirs, ballerinas, and musicians were
all involved through various community engagement programs. Commu-
nity involvement also extended to work experience and employment, as
Boughen explains: ¢In 2006, we invited some local high school students
who were doing any sort of arts subjects to come and be ... production
assistants so they understood how a festival gets done. They did every-
thing from going to rehearsals and looking after an artist and one of them
is being o ered a part-time job at the festival as a result.e By 2011, plans
were to turn the festival amphitheater into a permanent ecultural hube for
new music, master-classes, artist-in-residency programs, and local school
music teachers. A federal government grant worth over $1.6 million was
won toward this, enabling construction of a sewerage system, broadband
infrastructure, and a new road to access the site.

Ultimately, as architect Philip Cox (who designed a new sound shell and
permanent hall for the festival) said at the time: ¢l think the older farm-
ing community is a bit bewildered by the festival but are still supportive
because the future lies in culture and tourisme (quoted in Frew 2012). The
festival has sought to become a stronger part of a community, though that
was never the original intention. Classical music and community ties in a
tiny coastal country town sought to invert the typical urban hierarchy of
credibility and marginality, and created a new sense of place.

CONCLUSION

The Four Winds Festival is atypical of many regional festivals, by being
geographically distant from the local community and primarily performing
innovative classical music that might not be to everyoness taste. At the start,
it predictably appeared elitist and eccentric to longtime local residents. Yet
this case shows how a festival with a long gestation period and lots of
sustained attempts at community engagement can eventually transcend its
speci“c status as a classical/art music event, and became more synonymous
with the town, and with the wider region. Being a discerning lover of clas-
sical music became less important than an engaged member of the commu-
nity, whether via participation in a local choir or by volunteering support
services. As this symbiosis became stronger, the festival grew, drew larger
audiences, attracted metropolitan political support and “nancial grants,
and had a social and economic impact on the town and wider region. New
linkages and mobilities were forged with metropolitan centers in a deliber-
ate inversion of an imagined geography of creativity that typically margin-
alizes rural places (Gibson 2012).

This transformation has not been entirely unproblematic. The festival
has arguably fueled class tensions and exacerbated the transformation of a
once low-income area into a more a uent middle-class destination. Young
people growing up in Bermagui may in the future no longer be able to
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a ord to live there, though whether this is the entire fault of the festival
is moot. In parallel to experiences in the city, cultural programs such as
music and festivals may unwittingly con“rm the class politics of gentri“ca-
tion, even when in the case of such events the intention is to transcend class
di erence toward more inclusive social goals (Gibson and Homan 2004).
Festivals are one way in which small rural places gain positive reputations
with moneyed urban newcomers, contributing to a cycle of property price
rises that can marginalize low-income people from the region.

Yet the story of the Four Winds Festival is not nearly so simply divisive.
E orts to involve the older strand of local community have been persistent
and have gradually succeeded, including shifting events within the festival
to accessible and free local venues, diversifying programming, and mak-
ing performance opportunities available for local Aboriginal musicians
and choirs (who come from diverse class, age, and gender backgrounds).
Unlike large commercial festivals, where tokenistic attempts are often made
to smooth over local resistance rather than any genuine local empower-
ment (see Gibson and Connell 2012 for examples), in this case strong com-
mitment from management as well as gradual incorporation of a diversity
of local interests has built a genuine sense of integration. This does not
thwart the criticism that such events contribute to upwardly mobile gen-
tri“ cation of the place, but it does provide a more sophisticated view of
mobilities of migrants, tourists and musicians, beyond simplistic sus and
theme dichotomies.

In an equally rural setting outside the small town of Inverell (NSW),
Opera in the Paddock went through almost exactly the same trajectory,
struggling to convince local people that opera was a viable and enjoyable
rural pursuit, but nevertheless it became a quirky annual event bringing
farmers, shop workers, and the cultural elite together. That inland town
has not had the a uent in-migration of Bermagui, and it remains an a ord-
able, pastoral region, but now with access to high-quality opera. Mean-
while, in Parkes, celebration of Elvis was never to everyoness taste, but
tolerance steadily grew, especially as economic bents' multiplied and dif-
fused and the town was placed ‘tmly on a metropolitan and national map
of cultural renown. In some ways, these festivals are exceptional, based in
a particular musical form and initiated by a handful of enthusiasts, and
(sometimes consequently) begun in out-of-town settings. Alongside the
Tamworth Country Music Festival and a host of others, utterly di erentin
content and genesis, they have experienced similar histories and local ten-
sions. All have negotiated dissent and disagreement to become part of and
to build small, otherwise vulnerable places.

Yet festivals invariably re”ect the interests of just some local people.
They are sites where certain people project visions of place and music that
may have limited local relevance, where tastes are those of a minority,
and where commerce can dominate decisions about anything resembling
local identity. Most festivals have experienced pressures to become more
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commercially astute, both when they have sought access to arts funding
and national support or to acquire larger markets. As that has occurred
(and for most, arguably, that has not been the case), festivals have grown
and management has become more professional and powerful, but local
ownership and identity is challenged. Festivals may also be pressed to retain
their creativity and individuality (Quinn 2005). Festivals taking aesthetic
risks gain credibility among specialist audiences, but those aimed at engag-
ing a broader spectrum of the community (or where places host a number
of festivals catering to di erent segments of the population) go further in
alleviating a sense of exclusion. Festivals may also enable social connec-
tions for newcomers to a rural region, people in search of a new sense of
identity (Gordon 2012). For such reasons, the incorporation of festivals
into regional development policy making requires consideration of ques-
tions of cultural expression, vitality, and inclusion. Hence, the Four Winds
Festival at Bermagui sought to reconcile concerns for quality programming
with strategies to involve the wider community. Evolution, inclusion, inno-
vation, and credibility are the concomitants of successful festivals, and the
means of warding o life cycles that end in death.

Small towns are thoroughly capable of producing creativity, despite
assumptions that creativity,and the creative industries,are metropolitan
phenomena, and that sbest practicese are to be found in the largest cities
from where they may trickle down (Gibson 2012). Festivals alone demon-
strate that this is no longer tenable, and that many small towns have been
able to gain signi“cant economic, social, and cultural benets. Just as in
England, where the media have been astounded at festivals and creativity
existing in seemingly improbable places (Voase 2009), so too in Australia
have metropolitan commentators slowly begun to acknowledge rural cre-
ativity, evident in such festivals as Bermaguiss Four Winds. Local people
are part of a place that is not merely local, but a place of exchange, and a
place that outsiders appreciate and are enthusiastic about (Kozorog 2011).
Musical mobility makes that possible.

In Australia, more than in other countries, festivals are antidotes to
drought, depression, and part of the regeneration of the countryside. Yet in
the end no festival, or even clusters of festivals of dierent kinds (and most
small towns have several), can be a panacea for rural decay. Some festivals
fail. Small towns continue to struggle to diversity economies and retain high
school leavers. Others, such as Four Winds, contribute tangibly to regional
development, but run the risk of fueling the rural gentri“ cation spurred by
a uentin-migration, in turn alienating long-term residents. While festivals
enable a limited renaissance, there are limits to festival growth because of
competition, accommodation constraints, in some cases too frequent repe-
tition, and high prices. Festivals are and are not solely about the music. The
Four Winds Festival at Bermagui both takes musical credibility seriously
and exists as a social event irrespective of the music. No genre of music can
ever be popular with everybody; no town is going to welcome every genre.
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But many towns, in Australia and elsewhere, have used music and creativ-
ity to stimulate economic and social activity and new directions of mobility
in the face of recession.
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6 Branding the City

Music Tourism and the European
Capital of Culture Event

Simone Kriger

Music is connected with tourism in diverse ways. As an expression of culture,
a form of intangible heritage, or a signi“er of place, music provides an impor-
tant and emotive narrative for tourists. Adopting the qualities of a cultural
resource, music is actively used to evoke images and associations with speci“
places. To this end, music tourism constructs nostalgic attachments to musical
heritage sites, scenes, sounds, or individuals, while relying on musical events
and incidents from the past that can be packaged, visualized, photographed,
and staken backe home. Nostalgia and memory are thus key motivators for the
global music tourist in search for particular kinds of authentic musical experi-
ences. This chapter explores these notions by focusing on the role of music,
place branding, and tourism during Liverpoolss year as European Capital of
Culture (ECOC). To do so, the chapter will illustrate the branding of Liver-
pool as The World in One City to promote tourism and urban regeneration
under consideration of migration and settlement, while exploring the staging
and commodi“ cation of music events and activities during Liverpooles year in
2008 as ECOC.

Music tourism is often built around speci“ ¢ geographical locations,,cit-
ies, regions, countries,that have acquired special signi“cance through their
musical associations. Liverpool provides a well-known and often-studied case
in point, with speci“ ¢ focus typically placed on the packaging and marketing
of the Beatles and Merseybeat (e.g., Brocken and Davis 2012; Cohen 1994,
2007; Connell and Gibson 2003; Leaver and Schmidt 2009). To many Beatles
fans, the city of Liverpool is an emotionally charged place evocative of ideas
surrounding pilgrimage, nostalgia, and heritage that center on sites of musical
production and performance; the places that shaped their music; the incidents
from the past; or the tangible artifacts that can be photographed. A visit to
Liverpool is, to many music tourists,! a kind of nostalgic and emotional quest
in search for an authentic past,a pilgrimage. This prompted local businesses,
entrepreneurs, and organizations to package, stage, and market Beatles mem-
orabilia and nostalgia in the 1970s and 1980s, while more recently Beatles
and Merseybeat tourism has become o cially developed by Liverpool City
Council (LCC) in an e ort toward the cityss regeneration and reversal of its
economic decline (see also Cohen 2003, 383). Initiatives to use culture and
the creative industries such as TV, cinema, multimedia, music, books, and
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festivals to contribute to the economy, employment, and cultural diversity of
a city for urban renewal and to o set the negative consequences of globaliza-
tion are also more recently conceptualized under the theme of «creative citiess,
which is rapidly attracting the interest of academics and policy makers around
the world:

Based upon the belief that culture is more than just an expensive public
good but can play an important role in urban renewal as well, the concept
of screative citiess has been most thoroughly tested so far in response to
the economic decline of industrial cities in Europe, the US and Australia
over the last two decades. (UNESCO 2004)

Such initiatives do not only promote economic development, but also seek to
contribute to a cityss scharismae, diversity, identity, and image, and thereby to
promote cultural tourism (see, e.g., Hughes 2010). According to UNESCO
(2004), cultural tourism «is increasingly important as the tourism industry is
moving away from mass marketing toward tailored travel focussed on indi-
viduals, and tourists now rate cultural and heritage activities among their top
“ve reasons for travellinge, an issue already raised in the introductory chapter.
Today it is estimated that a signi“cant proportion of Liverpoolss annual 54.5
million tourists visit the city at least partly because of its musical heritage, and it
is estimated that more than £400 million per year is now spent in Liverpool as
a direct result of Beatles tourism (ltes Liverpool 2012), a considerable increase
from the estimated £20 million that Beatles tourism generated in Liverpool in
2000 (Cohen 2007, 15). The cityes e ort to boost its economy through music
tourism became most evident in 2008, Liverpoolss year as ECOC, during
which | conducted an ethnographic study that sought to shed light into the
interrelatedness between music, mediation, and place by examining the array
of musical events and activities that were mobilized as heritage myths and
tourist packages, and the impact of this experience on the city and its people
(Figure 6.1; see also Adams 2012 for a useful summary about the nature,
scope, applicability, advantages and limitations, and future issues surround-
ing ethnographic approaches in tourism studiesy. The data collection was
vast, including recorded interviews with city council o cials (e.g., Liverpool
City Council and the Liverpool Culture Company); researchers of the Impacts
08 team; executive members of local cultural organizations like the Beatles
Museum, Liverpool Philharmonic, FACT, Tate, Bluecoat, etc.; and local musi-
cians, composers, and audiences, including local people from all sorts of back-
grounds. | also completed observations at a vast number of music concerts,
events, performances, festivals, exhibitions, museums, theaters, etc., taking
note of the musics, musicians, and audiences in terms of their experiences,
perceptions, and attitudes. Collections of print materials in the form of o cial
and promotional material published by LCC and Impacts 08; media coverage
in local and national newspapers; websites; and yers and other noncommeri-
calized publications complemented the ethnographic portion of the research,
alongside semiotic analysis, statistical analysis, and virtual observations.
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Figure 6.1 On my way to work: A bus depicting Liverpool 08 slogans, architec-
ture, and the Beatles drives along Hope Street (here outside Liverpool Philharmonic
Hall). January 2008. Photograph by Simone Kriger.

BRANDING LIVERPOOL: THE WORLD IN ONE CITY

The Liverpool ECOC program, aninitiative launched by the European Union
in 1985, operates particularly in the context of broad urban regeneration
for long-term economic and social change. The ECOC event delivers both
a *major cultural festivale, involving multi-annual events with international
reputation, and a ecultural mega-evente, usually a one-o event attracting
the largest range of participants and media coverage (Langen and Garcia
2009, 7...8). The ECOC event can be seen as anogt to develop, promote,
and market a eplace brande (Hjortegaard 2010; Nobili 2005) in order to
enhance a cityss image, to attract tourists, and to stimulate regeneratiof.
At the heart of the Liverpool ECOC vision was an aspiration to regenerate
and reposition the city nationally and globally. For instance, in the narrative
constructed by LCC when bidding for the ECOC title,® Liverpool became
branded under the theme The World in One City in reference to and cele-
bration of its apparent multiculturalism. ¢ Liverpoolss smultiethnice identity,
most notably from the African, Arabic, Chinese, and Indian communities,
was actively used and promoted in the media campaigns accompanying the
ECOC event as a positive signier of an exoticized and Orientalist form of
multiculturalism that sought to stage and museumize Liverpooles diverse
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cultural heritage. In doing so, the LCC represented Liverpool as a diverse
and inclusive festival city based on its multicultural heritage resulting from
the movement, migration, and settlement of people (see Belchem 2006 for
a comprehensive historical and cultural overview, specitally Belchem and
MacRaild 2006, 311...92). More speci“cally:

The cultural map of Liverpool is grounded in the experiences of tradi-
tionally under-represented groups and individuals. As a port, it acted
as a magnet for social migration, as a focus for the slave trade and as a
place of settlement for di erent communities, beginning with the Irish,
then the Chinese, West African, seamen from many countries, in par-
ticular Somalia and the Yemen, and more recently as a location where
refugees and asylum seekers have come for sanctuary. It has a cultural
identity which is both local and international, The World in One City.
(Liverpool Culture Company 2002, 101)

Indeed, Liverpoolss role as a port city, and, resulting from that, its multicul-
tural heritage, is often considered to be one of the key drivers for the cityes
musical scenes, which also tends to be the starting point in many academic
and journalistic writings (e.g., Cohen 1991; Brocken 2010):

the big factor about Liverpool was it being a port. There were always
sailors coming in with records from America, blues records from New
Orleans. And you could get so many ethnic sounds: African music,
maybe, or Calypso via the Liverpool Caribbean community. (Foreword
by Sir Paul McCartney in Du Noyer 2007, xi) 8

Liverpool was founded by King John on 1207 as a strategic port from
which the monarchy could access Ireland, and it remained a small sh-
ing village for good 500 years, when the city rose in prominence as a
port for American cargo, sugar re“neries, and the slave trade, and later
(after the abolishment of the transatlantic slave trade) as a center for the
cotton, sugar, and tobacco industry. As industrialization and colonial-
ism in the Americas, Africa, and Far East strengthened during the 19th
century, Liverpool,the gateway of Empire (Lane 1987),became one

of the most powerful cities in the world. Liverpoolss port shaped the
population, as seafarers and migrants from all over the world arrived in
the city during the height of British imperialism. Liverpool had strong
Celtic in” uences, specitally from the Irish, but also Welsh and Scottish;
Europeans and Scandinavians passed through the city on their way to
America; seafarers from Africa and China settled in the city after gain-
ing employment in the docks. Liverpoolss “nancial decline began with
the demise of the British Empire (Wilks-Heeg 2003, 44...49), followed
by global changes at the end of the 20th century, which left Liverpool in
drastic economic decline with 25 percent of its population unemployed.
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This, together with the 1980s riots, left an image of Liverpool that was
highly negative, connoting a place of deterioration, race riots, decreas-
ing population, crime and unemployment: a symbol of surban declines
(Cohen 2007, 1).

As the city came to symbolize the economic and political decline of
Britain and its former empire, Liverpool was in desperate need for a new
image, urban regeneration, and economic growth. LCC recognized the
role of tourism here and in the late 1990s began emphasizing Liverpoolss
cultural heritage, most notably the Beatles and football, in its marketing
campaigns (Cohen 2012). The most dramatic turning point came when
bidding for the ECOC title in 2002, while establishing the focus for the
Liverpool brand as The World in One City (see also Nobili 2005, 316).
The constructing of Liverpool as a vibrant multicultural festival city
was reinforced subsequently in the promotional materials accompanying
the 2008 ECOC event. For instance, images in the ocial Liverpool 08
program often depicted Orientalist representations of people of Indian,
Arabic, or African descent (Figure 6.2), while slogans like swondrously
diversee and *melting pote used in the backgrounds of most promotional
materials further romanticized and celebrated di erence and Otherness,
all of which rea rm a certain narrative of collective memory and imaged
diversity that became the pinnacle of Liverpooles place brand. The ocial
narrative thereby condensed Liverpoolss history into an easily promotable
image: a city of movement, initially «for the slave tradee (Liverpool Cul-
ture Company 2002, 101), but today a contemporary global city, marked
by diversity and inclusivity. In doing so, the o cial and promotion mate-
rial not only constructed the concept eLiverpools, but also adapted EU
rhetoric and agendas to produce and promote *Europeannesse or Euro-
pean identity (Lahdesmaki 2009), manifested by both the canons of ¢highe
European art and other forms of European popular culture, and by the
cultural diversity of the city.

Yet while representations by migrant groups are clearly evident in the
branding of Liverpool as a multicultural city, the particular choices made
by LCC also created an +0 cial culturee that played on and rea rmed
di erence and Otherness in the depictions and representations of these
groups. This is evident by the fact that local Yemeni culture (rather than
international music by, e.g.,rai-singer Khaled) was featured in representa-
tions of Liverpoolss migrant Arabic community in o cial and promotion
materials, or that local musicians from African migrant communities like
Nigerian Oludele Olaseinde and Senegalese Mamadou Diaw felt the need
to eperform their ethnicitys and thereby tap into preconceived assumptions
about eauthentice African music (Andersson 2011).

In highlighting Liverpoolss history as a port city of migration and settle-
ment, the narrative constructed by LCC evoked notions of past and pres-
ent, local and global as shapers of Liverpoolss identity as a scocktail of
culturese (Liverpool Culture Company 2002, 1102). Branding Liverpool as
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Figures 6.2(a) Liverpool 08 Program, containing images depicting Indian women
in arm bangles and brightly colored skirts, dancing in the (monsoon?) rain (08 Liv-
erpool ECOC 2008, 25 and 94). Published by Liverpool City Council. Reproduced

with permission.

Figure 6.2(b) Liverpool 08 Program, young Arabs in turbans holding large daggers,
similar to the characters in 1001 Nights and Aladdin (ibid., 56). Published by Liver-
pool City Council. Reproduced with permission.
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