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Conventions  

My representation of the Spanish language requires clarification. Spanish utilises masculine 

and feminine endings of certain words. All Spanish words will be referred to using this 

gender system where necessary. For example, when referring to the term gitano (Eng: gypsy) 

more generally, the masculine ending óoô is used. However, when specifically referring to a 

female gypsy I will use the feminine ending gitan-a. In the case of plural forms, Spanish uses 

similar suffixes to that of English (such as palo-s). Some terms used in this thesis appear to 

be in a plural form when they are in fact singular (such as tangos or alegrías). My 

representation of Spanish terms also requires some description. I adopt two systems. First, all 

abstract nouns, flamenco terms, styles, genres and so on will be italicized. Second, all 

institutions, place names, people, documents and so on will not be italicized. In both systems, 

an English translation will be given in parenthesis as follows (Eng: translation) on the first 

appearance of each term (see Appendix A for a glossary of all terms used).  

 The representation of Spanish names is slightly problematic. Spanish surnames take 

on both the motherôs surname and the fatherôs surname (such as Melchor Córdoba Santiago). 

When referring to authors, I will use the full name in the first instance. On each following 

citation, I will only use both surnames. When referring to my informants, the full name of 

each person will be given on the first appearance in each chapter (see Appendix C for a list of 

all the informants referred to in this thesis). If there are two or more informants sharing the 

same first name, second and/or third names will be given to differentiate between the 

informants. It is also important to mention that the use of nicknames (Sp: apodos) is very 

common in the flamenco world. Overall, I refer to an artistôs most well-known name whether 

this is his/her real name or his/her apodo. In certain cases, an artistôs real name is given and 

the apodo is appended in inverted commas (such as Mar²a óla Canasteraô).      
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 Some clarification is required on certain musical and cultural terms used. Flamenco is 

a complex and a broad tradition. For the sake of clarity, when referring to flamenco as a 

whole I will call it a ótraditionô. When referring to smaller components or ósub-traditionsô of 

flamenco, I will use the term ógenreô. Individual forms within flamenco will be referred to by 

the Spanish term palo (see Chapter One). The word óstyleô will be used to describe the way in 

which the flamenco tradition or one of its constitutive genres/palos is performed. My use of 

the term Andalusia is also problematic and its representation needs to be treated carefully. 

Normally, I will refer to the region as óAndalusiaô. However, I acknowledge the contested 

nature of the Andalusian region and Andalusian identity. Therefore, on occasions I refer to 

East Andalusia (comprising the provinces of Almería, Granada and Jaen). East Andalusia will 

be referred to as a ósub-regionô where necessary. When used as an adjective óeastô will be in 

lower case (such as east-Andalusian regionalism).      

Referencing in this thesis also requires a few comments. I adopt the referencing 

conventions of the Modern Humanities Research Association (MHRA). However, due to the 

number and the variety of sources used, I append two bibliographies to this thesis. The first 

includes all óstandardô scholarly sources. The second supplementary bibliography includes 

newspapers, periodicals, governmental publications and websites. For these supplementary 

references, when an authorôs/institutionôs name is available I will use normal in-text 

references (such as UNESCO 2003). For newspapers and periodicals, the day, the month and 

the year will also be included following the author as in (Barrado Timón 28 October, 2007). 

In these instances, a reference will appear in the supplementary bibliography. For anonymous 

articles, the publication will be referred to in the text. The date and page numbers (where 

necessary) will appear in parenthesis as in (4 May, 2012: 54ï57). These anonymous 

references will not appear in the bibliography. However, a URL will be provided in a 

footnote where available. 
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Abstract: Andalucía flamenca: Music, Regionalism and Identity in Southern 

Spain 

In recent years, flamenco has been consolidated as a prominent symbol of regional identity in 

Andalusia, the southernmost region of Spain. In the late 1970s, Spain began to decentralise 

into seventeen autonomous regions. As a result, each region has been encouraged to 

foreground its own culture vis-à-vis national culture. Although associated with Spain in 

general, flamenco has fulfilled the role of regional identity building in Andalusia. 

Increasingly, the Andalusian Government has focused attention on the development of 

flamenco within and outside of the region. In this thesis, I explore this relationship between 

flamenco and regional identity in Andalusia. In doing so, I draw upon the theoretical tenets of 

political geography. Through scholarly exchange, I argue that political geographers and 

ethnomusicologists can learn much about the relationship between music and regional 

identity. I use flamenco as a pertinent case study of this relationship in the European context. 

In particular, I discuss the role that governmental institutions play in the óregionalisationô 

(Schrijver 2006) of flamenco (that is, the institutional development of flamenco as an 

óofficialô symbol of regional identity). However, I argue that at times the regionalisation 

process can be disputed and subverted. Accordingly, I contend that regionalism (that is, the 

bottom-up identification with a region) in Andalusia is a fragmented concept. By examining 

the contexts, the discourses and the styles associated with flamenco, I present alternative 

readings of regionalism in Andalusia. Drawing upon virtual ethnography and traditional 

ethnography in Granada, I examine the reception and the production of flamenco at a local 

level as well as at a regional level. Arguably, some flamenco scholars present a somewhat 

rigid understanding of the relationship between flamenco and regional identity. By offering 

different readings of regionalism through flamenco, I reveal the complex and contested 

relationship between flamenco and identity in southern Spain.
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Int roduction 

In recent years, flamenco has become the most prominent marker of Andalusian regional 

identity. While undeniably a product of Spanish society and culture in general, this 

internationally-renowned music and dance tradition plays a prominent role in the 

understanding of regionalism in Andalusia. Flamenco is utilised by public institutions in 

Andalusia to invoke a sense of regional identity both within and beyond the borders of the 

region. Here, the term Andalucía flamenca refers to the ways in which the region has, 

symbolically, óbecomeô flamenco.1 However, the relationship between flamenco and the 

region is not straightforward. Since Andalusia is a politically-charged region, the 

development of flamenco by the regional government has received criticism. In this matter, 

scholars have not considered how the development of flamenco has been received by 

Andalusians, especially by flamenco communities in distinctive localities. By drawing upon 

ethnographic research, I examine certain issues with and inequalities in the institutional 

support for flamenco. Moreover, I challenge the fixed correlation of flamenco with 

regionalism in Andalusia. Instead, I offer a fragmented reading of regionalism that is 

characterised by geographical loyalties and musical localisms.  

  My interest in this topic has both a personal and an academic origin. I was attracted to 

flamenco both as a musician and as a scholar. Having played classical guitar for many years, 

I was naturally drawn to guitar performance in flamenco, both for its technical attributes and 

for its romantic aspects. Several years ago, I began ótoyingô with the flamenco guitar, playing 

flamenco ópiecesô that had been specifically designed for classical guitarists. However, my 

flame for flamenco was ignited after a trip to Granada. Already indoctrinated by the common 

narratives of óauthenticityô regarding gypsies and passion, I went in search of a so-called 

ótrueô flamenco. I wanted to understand the flamenco world from the inside out; to experience 

                                                           
1
 Flamenca here operates as an adjective to refer to the idea of Andalusia óbeingô flamenco. This fits with a 

common discourse that situates flamenco as a way of life or a way of being rather than just a music and dance 

tradition.   
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flamenco in its óhomelandô. After my first trip to Granada, my real initiation into flamenco 

began when I commenced guitar lessons with Cuffy Cuthbertson in Bristol. These lessons 

informed my masterôs research into notions of tradition and innovation in flamenco guitar 

performance. During this time, I developed a love for and a keen academic interest in 

flamenco. As part of this research, I discovered a deep and a complex musical culture that 

defied the naïve and the exotic perceptions I had previously held.  

 In particular, I noticed that Andalusian identity was often treated as a fixed category. 

Indeed, flamenco is usually understood as the cultural representation of Andalusia. Put 

simply, a ósingleô flamenco appears to represent a ósingleô Andalusia. I was dissatisfied with 

this simplistic dualism. My training as an ethnomusicologist has taught me that music is a 

polyvalent cultural phenomenon. As such, music often reveals a number of interrelated 

readings of identity. Similarly, identity is not fixed. Therefore, it seemed necessary to invoke 

the notion of polyvalency in an analysis of flamenco and regionalism. Early on in my 

doctoral research I discovered the forum, El flamenco ¿algo nuestro? (Eng: Flamenco, 

something of ours?).2 This forum belonged to a sub-regionalist group called the Plataforma 

por Andalucía Oriental (Eng: Platform for East Andalusia, henceforth referred to as the 

PAO).3 This group contested the very notion of a single Andalusia. Instead it envisaged an 

autonomous region in East Andalusia. As an active participant in this forum, I noticed that 

members of the PAO problematised the elevation of flamenco as the cultural symbol of 

Andalusia, viewing flamenco as a form of cultural homogenisation. 

 My research into the Plataforma por Andalucía Oriental revealed an important yet 

simple truth: the correlation between flamenco and Andalusian identity is not fixed. It is 

plural, it is fragmented and it is contested. In this thesis, I aim to expand upon this truism. In 

doing so, I argue that this research makes a necessary contribution to the existing literature in 

                                                           
2
 See Appendix A for a glossary of all terms, institutions, declarations and so on referred to in this thesis.  

3
 The first appearance of a long name/term in each chapter will be written out in full. Subsequent appearances 

will be abbreviated. For a list of all abbreviations used, refer to Appendix B.  



 
 

3 

flamenco scholarship. Much of this scholarship is predicated upon a static reading of the 

relationship between flamenco and regionalism in Andalusia. I offer instead an alternative 

reading of this relationship, bringing my ethnographic work on musical production at a local 

level into analytical focus. However, I am not alone. In his recent monograph Flamenco 

Music and National Identity in Spain, the cultural anthropologist William Washabaugh 

(2012) has dealt with this very relationship, alluding to issues related to the institutional 

development of flamenco. Yet, Washabaughôs work does not consider ethnographic 

responses. By examining the discourses that órepresentô flamenco, the contexts that ópresentô 

flamenco and the practices that ócreateô flamenco, I problematise the institutionalisation of 

the tradition. In doing so, I offer different readings of Andalusian regionalism óthroughô 

flamenco.   

Here, I also draw upon the theoretical tenets of political geography. As a discipline 

concerning the control and the contestation of territory, I have found political geography 

particularly useful when considering the relationship between music and regionalism. Among 

other scholars, this thesis draws upon Frans Schrijverôs (2006) monograph Regionalism after 

Regionalisation. In particular, Schrijver considers the extent to which the citizenry of a 

region identifies with the region (that is, regionalism), especially following the creation of 

regional autonomies and the consolidation of regional identities at an institutional level (that 

is, regionalisation). Accordingly, I seek to understand the top-down (that is, institutional) and 

the bottom-up (that is, felt experience) relationship between flamenco and regionalism in 

Andalusia. Moreover, I uncover a local reading of regionalism by discussing the 

heterogeneity of the flamenco tradition. I argue that flamenco, as a geographically diverse 

tradition, is intimately linked to altering conceptions of identity in Andalusia.   

 I believe that my approach contributes to the field of ethnomusicology. While some 

ethnomusicologists consider the relationship between regionalism and music, they usually 
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focus on non-European musical traditions. Further, they rarely invoke the relevant literature 

from a theoretical branch of geography, namely political geography. Accordingly, this thesis 

makes two important contributions to ethnomusicology. First, it offers a critical analysis of 

the relationship between music and regionalism in a European context, by examining this 

relationship in a decentralised nation state (that is, Spain). Second, my theoretical framework 

is informed by political geography, as scholars in this field have considered in depth the 

phenomenon of regionalism in its various forms. In this respect, I contend that political 

geography offers ethnomusicologists an important theoretical ótool kitô when examining 

regionalism through music.    

The thesis is split into two parts. In Part One, I outline the theoretical, the contextual 

and the historical domains that inform my research. In Part Two, I draw upon virtual 

ethnography and traditional ethnography to examine how the processes associated with 

regionalism and regionalisation operate through flamenco in Andalusia. In this context, I also 

explore the interplay between regionalism and localism in terms of musical context, musical 

discourse and musical style. In each Part, I offer different readings of the relationship 

between flamenco and regionalism in Andalusia. 

In Chapter One, I provide a generic overview of flamenco in terms of its musical 

materials, its stylistic geographies and its performance contexts. Here, I also include a 

literature overview. In Chapter Two, I offer a theoretical approach to music and regionalism. 

In this context, I discuss the relevance of political geography for ethnomusicological enquiry. 

In Chapter Three, I outline the methodologies that inform my thesis, showing the significance 

of virtual ethnography and traditional ethnography for my research. In Chapter Four, I 

present a historical reading of the relationship between flamenco and regionalism. In it, I 

show that flamenco has always reflected tensions between regional, national and ethnic 

identities. In Chapter Five, I explore the regionalisation of flamenco in recent years. In 
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particular, I explore two mechanisms for safeguarding flamenco, namely its inclusion in the 

Andalusian Statute of Autonomy (2007) and its recognition as an Intangible Cultural Heritage 

by UNESCO (2010). 

In Chapter Six, I problematise the correlation between a fixed conception of flamenco 

and a singular concept of Andalusian identity. Exploring some of the tensions that have 

emerged following the regionalisation of flamenco, I draw upon my virtual ethnography with 

the PAO to examine issues related to the development of flamenco at an institutional level. In 

Chapter Seven, I look at regionalism and regionalisation at a local level. With reference to the 

flamenco community in Granada, I explore the reactions of musicians, aficionados and 

journalists amongst others to the regionalisation of flamenco.
4
  

 In the final two chapters, I develop a local understanding of flamenco vis-á-vis a 

regional reading of flamenco. In Chapter Eight, I examine the interplay between musical 

localism and musical regionalism with reference to two particular contexts in Granada: the 

Peña la Platería and the zambra. I also look at a distinctly local flamenco genre often referred 

to as the zambra gitana. This discussion allows me to interrogate a local understanding and a 

regional reading of flamenco in distinctive ethnographic contexts. In Chapter Nine, I focus on 

the flamenco guitar. Studying with two musical representatives of two musical styles, I chart 

the polarised relationship between a local interpretation and a regional understanding of 

guitar style. In this way, I offer a distinctly musical reading of regionalism and 

regionalisation through a critical analysis of musical performance on the flamenco guitar. 

 

 

 

 

                                                           
4
 I refer to all my contacts in the field (both online and offline) as informants. See Appendix C for a list of all the 

informants mentioned in this thesis.  
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Chapter One: An Overview of Flamenco  

Flamenco is a complex and a multi-faceted tradition comprising a range of genres, styles, 

practices, aesthetics, discourses and contexts. Similarly, the body of literature concerning 

flamenco is vast. This literature often centres on debates regarding the origins of flamenco 

and its historical development. Moreover, much research addresses the tension between 

Andalusian-based and gitano-based (Eng: gypsy) readings of flamenco. I view flamenco 

simultaneously as an Andalusian and as a gitano tradition, a tradition which has its roots in 

the rich cultural history of southern Spain. However, my main concern is the association of 

flamenco with Andalusian identity. In this chapter, I provide an overview of the flamenco 

tradition and its literature. With regards to the tradition, I discuss the materials, the 

terminologies, the styles and the contexts related to flamenco. With regards to the literature, I 

examine common trends in flamenco scholarship (both in Spain and abroad) and recent 

studies that inform my own research. In particular, I contextualise regionalism and geography 

as two theoretical perspectives that inform this thesis. My understanding of flamenco is 

closely related to the issues of Andalusian autonomy and regional identity. I argue that 

flamenco has become a symbol of Andalusia. It is harnessed by the regional government to 

foreground regional identity in Spain. Accordingly, it is important to provide an overview of 

the identities associated with and the materials underpinning the flamenco tradition before 

looking at the scholars who have examined flamenco performance both in the past and in the 

present. 

 

 

 

 



 
 

7 

 

 

 

Figure 1.1: Map of Spain.
1
 

                                                           
1
 Available online: <http://www.wall-maps.com/Classroom/Foreign-Language-Maps/EDI412Pol-over.jpg> [accessed 4 March, 2013]. 
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Figure 1.2: The Eight Provinces of Andalusia.
2

                                                           
2
 Available online: <http://tercerciclosantajuliana.blogspot.co.uk/2010/11/el-gobierno-de-andalucia.html> [accessed 16 August, 2012]. 
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The Identities of Flamenco 

Flamenco is typically associated with Andalusia, a region in the south of Spain that borders 

the Mediterranean. Andalusia by location is the main gateway between Europe and Africa 

(see Figure 1.1). Geographically, Andalusia can be split into two main physical territories. 

The East is characterised by mostly mountainous terrain (such as the Sierra Nevada), forming 

part of the Baetic System of mountains stretching into the neighbouring regions of Murcia 

and Valencia. The West is characterised by a physical depression through which the 

Guadalquivir River runs. Andalusia comprises eight provinces (namely Almería, Cádiz, 

Córdoba, Granada, Huelva, Jaén, Málaga and Seville, see Figure 1.2). Due to these physical 

differences, some people recognise two Andalusias. Indeed, the cultural and historical 

differences between different parts of Andalusia do seem to signify the presence of territorial 

divisions.
3
 These divisions inform the notion of an autonomous East Andalusia, comprising 

the provinces of Almería, Granada and Jaén. Nonetheless, Andalusia is a politically and, to a 

certain extent, culturally unified region. It is the second largest of the autonomous regions in 

Spain with a population of 8,371,270 in 2011.
4
 As a decentralised state, Spain comprises 

seventeen comunidades autónomas (Eng: autonomous communities) that all have varying 

levels of power.
5
 While there is a central government in Spain, each region has its own 

elected government and parliament. The regions are governed by the laws outlined in their 

own Statutes of Autonomy, which are recognised in the Spanish Constitution. 

                                                           
3
 The cultural and historical differences between the two Andalusias will be explored in depth in Chapter Six. 

4
 This figure is according to the 2011 census from the Instituto Nacional de Estadística. Available online: 

<http://www.ine.es/> [accessed 27 February, 2013]. 
5
 In óSpanish Regions in the European Communityô, the political scientist Francesc Morata states that each 

region took on the following powers: regional administration, urban planning, housing, public works, 

environmental issues, social services, culture, tourism, small business, agriculture, fisheries, communications 

and regional development. Regions with full autonomy (such as Andalusia and Catalonia) also have control over 

their health service and education. However, she argues that there is a degree of inequality between regional 

autonomies, an issue that exacerbates centre-periphery tensions.   
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The decentralisation of Spain is a product of its tumultuous history, a history beset by 

the struggle between national and regional identities.
6
 Spain was unified as a Christian 

kingdom under the crowns of Castile and Aragon in 1479. At this time, Muslims still 

occupied the south-eastern part of Andalusia. However, the Catholic monarchs Isabella 

(1451ï1504) and Ferdinand (1452ï1516) conquered Granada in 1492, the last bastion of 

Islamic power in the Iberian Peninsula.
7
 This ended nearly eight centuries (711ï1492) of 

Islamic rule in Spain. For traditionalists, the joining of Castile and Aragon marked the birth 

of the Spanish nation state (Barton 2009: 89). Following unification, the Spanish language 

began to become standardised and a national culture started to emerge. However, territorial, 

administrative and political centralisation did not occur until the eighteenth century, 

culminating in the Spanish Constitution in 1812. Prior to the Constitution, other territories 

possessed their own administrations, languages and cultures (such as the Basque Country and 

Catalonia). During the nineteenth century, the quest for regional autonomy and the display of 

regional identity became more prominent. However, the decentralisation of Spain was only 

realised in the 1970s, following Francisco Francoôs (1892ï 1975) nationalist dictatorship 

(1939ï75). 

 Andalusia gained its autonomy in 1981 following widespread public support. The 

justification for autonomy was based largely upon the historical identity of the region. 

Andalusia is often depicted as the cultural melting pot of Spain, a factor that often informs 

representations of regional identity. Since ancient times, the south of Spain has played host to 

a plethora of cultures (including Greeks, Jews, Muslims, Phoenicians and Visigoths). While 

this cultural history is apparent across Spain, its legacy is most keenly felt in Andalusia. 

However, it is the Islamic legacy in Spain that most strongly influences representations of 

                                                           
6
 For a more comprehensive overview of Spanish history see Ćlvarez Junco, óThe Nation-Building Processô; 

Barton, A History of Spain; Herr, An Historical Essay on Modern Spain; Mar-Molinero and Smith, óThe Myths 

and Realities of Nation-Buildingô; and Morata, óSpanish Regions in the European Communityô.  
7
 The Iberian Peninsula refers to Spain and Portugal. 
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Andalusian history.
8
 The name given to the Iberian Peninsula under Islamic rule was Al -

Andalus.
9
 Given that much of this Islamic rule was concentrated in what is now Andalusia, 

the term Al -Andalus is often conflated with the name Andalusia. As such, this period in 

Spanish history is usually constructed as the ógolden ageô of Andalusian history.
10

 After the 

fall of Granada in 1492, Andalusia became one of the poorest and most marginalised regions 

in Spain. Throughout its history, there has been little in the way of infrastructural 

development or industry. Even today, agriculture and tourism remain the primary forms of 

income in the region. However, there is also a rich culture, which is often capitalised upon for 

tourism and the consolidation of regional identity. Flamenco is perhaps the most powerful 

form of cultural expression in Andalusia. It is used by regional institutions to strengthen 

identity within Andalusia and to represent Andalusia internationally.  

 Flamenco is a product of the complex history of Andalusia. It is often viewed as the 

musical result of years of marginalisation, poverty and syncretism. Flamenco is believed to 

have emerged from the social interactions of numerous subaltern groups including 

moriscos,
11

 workers, bandits and gitanos all of whom interacted in urban contexts. However, 

the gitanos are the group perhaps most associated with flamenco. Gitanos are believed to 

have arrived in Spain during the fifteenth century, arguably having originated in northern 

India (Samtani 2006: 31ï33). Like groups such as the moriscos, the gitanos were socially 

vilified and socially marginalised. They were eventually forced to settle, many finding a 

home in the cities of Andalusia (particularly the west of the region). Flamenco may have 

emerged from the cultural exchanges that occurred between the gitanos and other subaltern 

                                                           
8
 In Chapter Four, I give a more concise overview of Andalusian history and autonomy.  

9
 It is important to recognise, however, that Al-Andalus in fact refers to one period of the Islamic occupancy 

under the Umayyad Caliphate, which collapsed in 1031.  
10

 It is often argued that the word Andalusia has its roots in the word Al-Andalus. For more information on the 

importance of Al-Andalus in representations of Andalusian history see Rogozen-Soltar, óAl-Andalus in 

Andalusiaô; and Su§rez Navaz, Rebordering the Mediterranean.  
11

 Morisco is the name given to Muslims who remained in southern Spain following the fall of Granada in 1492. 

They were allowed to stay on the condition that they practised Catholicism and adopted Christian ways of life.  
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groups in Andalusia. Yet, the powerful role of gitano ethnicity in representations of 

Andalusian-ness has meant that flamenco is sometimes viewed as synonymous with the 

gitanos. This has created a powerful orthodoxy in flamenco discourse that situates gitanos as 

the originators and purveyors of the tradition.
12

 Nonetheless, flamenco remains closely tied to 

a regional identity in Andalusia.  

 

The Materials of Flamenco  

To some extent, the complex constructions of regional and cultural identity are reflected in 

the musical materials of flamenco. To ground the reader, I provide a brief synopsis of the 

main elements that characterise flamenco, introducing the tonality, the structure, the rhythm 

and the style of the tradition.
13

 Flamenco is split into three main performative mediums: cante 

(Eng: song), baile (Eng: dance) and toque (Eng: guitar). The cante occupies the highest status 

in flamenco. Singers interpret a number of song forms (referred to as palos, discussed below), 

which consist of different coplas (Eng: verses). These coplas invoke a range of emotions 

from the light and joyous to the tragic and profound. While unaccompanied styles do exist, 

singers are normally accompanied by a single guitarist, and this duo is conventionally the 

most traditional set-up in performances. From the late-nineteenth century, the flamenco guitar 

was emancipated from the role of accompaniment. Nowadays, the guitar can be found in solo 

performances or in group contexts where the guitarist is at the forefront. Baile is perhaps the 

most internationally-recognised element of flamenco and features prominently in group 

performances. Aside from solo or duo (guitar and vocal) arrangements, group flamenco 

                                                           
12

 The historical development of this orthodoxy will be explored in Chapter Four.  
13

 For a closer analysis of flamencoôs musical materials see Manuel, óFlamenco in Focusô; and Samtani, 

óStructure and Strategyô.   
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performances (Sp: cuadro flamenco) normally consist of dancers, guitarists, singers, 

percussionists (most notably the cajón
14

), palmas (Eng: clapping), amongst others.  

 

Example 1.1: The Andalusian mode. 

 

 

Example 1.2: The Andalusian cadence. 

 

In terms of tonality, flamenco is influenced by a classical tonality and a non-classical 

modality. Some flamenco forms utilise conventional major and minor scales where harmonic 

progressions are largely based around the chords I, IV and V. However, many flamenco 

forms are based on a major Phrygian scale or the óAndalusian modeô (see Example 1.1) 

where the interval between the second and third degrees of the Phrygian mode is augmented. 

This is believed to have derived from Arabic modes (maqǕmǕt) and particularly hijǕz; the 

musical legacy of an Islamic presence in the Iberian Peninsula. In the cante, the Andalusian 

mode predominates and singers often embellish the core structure with melisma, microtones 

and ornamentation. In guitar performance, the mode has engendered the frequent use of the 

óAndalusian cadenceô (see Example 1.2), where E major (instead of E minor in the 

conventional Phrygian mode) operates as the ótonicô.
15

 However, since the 1970s guitarists 

                                                           
14

 The cajón is a box-shaped percussion instrument that is played by slapping the front face of the instrument 

whilst the player sits on top.  
15

 For a more detailed analysis of the tonal language in flamenco guitar performance see Manuel, óFlamenco in 

Focusô and óEvolution and Structure in Flamenco Harmonyô.  
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such as Paco de Lucía (b. 1947) have developed the harmonic language of the flamenco 

guitar.  

 

     x                                  x                      x                       x                      x  

1 2 3 4 5 6 7 8 9 10 11 12 

Example 1.3: The compás for soleá. 

 

Example 1.4: The compás for soleá as performed on the guitar.
16

 

 

        x           x           x           x           x 

8 9 10 11 12 1 2 3 4 5 6 7 

Example 1.5: The compás for seguiriya. 

 

Compás (Eng: rhythm/beat) is another integral element in flamenco performance. It is 

often referred to in terms of time cycles. It may be related to similar metric cycles found in 

the music of North Africa, particularly traditions that are believed to have originated in Al -

Andalus. In flamenco, there are numerous rhythmic patterns some of which adopt a cyclical 

                                                           
16

 This is a typical rhythmic passage for the soleá. It is my own transcription, and is derived from numerous 

flamenco guitar lessons. The numbers above the transcription refer to the main beats of the compás.  
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nature. The educator/singer and one of my informants in the field Fernando Barros Lirola, 

compartmentalises flamenco rhythms into five main categories (Barros Lirola 2011: 42ï45). 

The first category refers to flamenco song styles that use the same rhythmic structure as the 

soleá (a fundamental form in flamenco). This rhythmic structure is often described as a 

hemiola (alternation between 6/8 and 3/4) or a 12-beat cycle with accents on beats 3, 6, 8, 10 

and 12 (see Example 1.3). Example 1.4 shows how a guitarist would perform this compás and 

depicts the typical harmonic progression used. The second category refers to forms that use 

an inversion of this 12-beat cycle (that is, 3/4 followed by 6/8) most notably characterised by 

the seguiriya (see Example 1.5), a tragic and deep form in the flamenco repertoire. The third 

category refers to a group of flamenco forms influenced by folk music (such as fandangos 

and sevillanas) that utilise triple time. The fourth category refers to forms that are in duple or 

quadruple time. These include many tangos that can be found in the flamenco repertoire. 

Finally, Barros Lirola refers to a group of forms which are unmetered, many of which come 

from East Andalusia. They may also derive from the folkloric fandangos found across 

Andalusia and other regions of Spain.   

 

 

Example 1.6: A llamada for soleá. 

 

In my research, I have focused on the flamenco guitar when addressing notions of 

style. Therefore, a short overview of flamenco guitar performance is necessary to 

contextualise the work presented in later chapters, especially Chapter Nine where I compare 

the musical practices and styles of two guitarists in Granada. Typically, the flamenco guitarist 
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is expected to be an interpreter, composer, improviser, soloist and accompanist. However, the 

traditional role for the guitarist was and still is to accompany the singer. In this instance, the 

guitarist opens with a small section that introduces the main elements of a form. These 

include compás, mode and harmonic sequence. Normally, this opening finishes with a 

llamada (Eng: call) to the singer, indicating that the cante can begin (Example 1.6 is my own 

transcription of a typical llamada for the soleá). At this point, the singer enters with his or her 

first copla and the guitarist performs a simple chordal sequence guided by the vocal melody. 

While these chordal sequences often follow pre-determined patterns, the guitarist adapts to 

suit the style, range and rhythm of the singer. He/she omits chords or includes others where 

necessary, altering the voicing of chords if desired. In between coplas, the guitarist typically 

performs a short falseta. Falsetas are pre-composed melodic sequences that fit the framework 

of the compás and the harmonic sequence (see Example 1.7).  

 

Example 1.7: A falseta for soleá.
17

 

                                                           
17

 In the transcription, ópô refers to the thumb of the right hand and óiô refers to the index finger of the right hand. 

In Chapter Nine, I explore the ways in which two guitarists in Granada use falsetas in their teaching and 

performances. Taken from óSantuarioô in Toques Flamencos. Music by Paco Peña. © Copyright 1976 Chester 

Music Limited. All Rights Reserved. International Copyright Secured. Used by permission. 
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When accompanying a dancer, the guitarist focuses more on the rhythmic elements of 

the performance. Normally, different forms contain sections where a dancer performs typical 

steps/movements such as the escobilla (a section with rapid footwork) or the silencio (a 

slower section with greater emphasis on arm movements). Here, the guitarist follows a 

particular rhythmic pattern and harmonic sequence suited to these distinct sections. Again, 

the guitarist may introduce falsetas at certain moments. During these falsetas, dancers may 

reduce the intensity of their movements, clap or stop performing altogether. In solo 

performance, the guitarist tries to evoke both song and dance by using strummed sections, 

rhythmic work and falsetas to create his or her own interpretation of a particular form. 

Normally, guitarists óborrowô falsetas and other sections from a range of different guitarists. 

In doing so, they mould them together to create their own distinctive interpretations. At 

times, interpretations by guitarists become fixed compositions in their own right, taking on 

names and being performed in their entirety by other guitarists.    

 The guitarist has an armoury of techniques at his or her disposal. These techniques 

relate to the aesthetics that underline flamenco in general. Traditionally, flamenco musicians 

aim to achieve duende in their performance ï a óquasi-spiritualô ideal in which the musician 

has reached the ultimate level of passion, creating an artistic connection with the audience.
18

 

While some musicians feel that the term duende is overused and ómythicalô, they still seek a 

particular aesthetic when performing. How is this aesthetic realised in flamenco guitar 

performance? The guitarist seeks a rough and a ódirtyô sound, reflecting the austere and 

impassioned aesthetic of vocal performance.
19

 As a classical guitarist, I found the 

development of the flamenco sound particularly difficult. I needed to adapt my technique, as 

this sound ideal is fundamental to flamenco guitar. In particular, this sound is achieved by a 

                                                           
18

 Duende literally means imp or goblin. As a concept associated with flamenco, it emerged from writings by 

Frederico García Lorca (1898ï1936), particularly óJuego y teoria del duendeô. See Maurer, In Search of Duende, 

pp. 48ï62.  
19

 The ócorrectô flamenco sound will be explored in Chapter Nine.  
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specific technique called apoyando (Eng: resting), often through use of the thumb.
20

 The 

right-hand thumb strikes the guitar string in a strong downward motion, so that it comes to 

rest on the next string. In addition, a óroughô tone is emphasised by playing close to the 

bridge of the guitar.
21

 As a classical guitarist, this was difficult as I am accustomed to using 

my thumb with a tirando (Eng: pulling) stroke, a technique where the thumb pulls away from 

the string. In addition, I am used to resting my right hand over the sound hole rather than near 

the bridge.  

The apoyando stroke can also be used in conjunction with other flamenco guitar 

techniques. The falseta transcribed above (see Example 1.7) demonstrates the use of 

apoyando in a technique called ayudado (Eng: helping). This is where the thumb (referred to 

as ópô in the transcription) plays the melodic line using an apoyando stroke and the index 

finger (referred to as óiô in the transcription) plays supporting notes using a tirando stroke. 

The pivotal role of the thumb in this technique is often described as a óhammerô, emphasising 

the strong action that is required in its execution. In addition, this falseta requires the use of 

slurs in the left hand. This technique is another crucial element informing traditional guitar 

performance. This slur action represents a fundamental aesthetic in flamenco because it seeks 

to replicate the melismatic character of the cante. In doing so, it highlights the central 

importance of song in guitar performance. Finally, the rasgueado is another important 

technique. The rasgueado refers to right-hand strumming patterns that use different 

permutations of the fingers (see Example 1.8 below).
22

 These can be used to mark out the 

compás of a particular form. They are also important when accompanying a dancer, since 

strumming provides a rhythmic drive. As I show later, the ways in which flamenco guitar 

                                                           
20

 This technique is also used with other right-hand fingers. However, when used with the thumb, it creates an 

idiomatic flamenco sound. 
21

 Generally, flamenco guitarists never move their right hand from this position. In this way, a óroughô sound is 

achieved even when playing musical materials that are inspired by classical guitar technique. 
22

 In Chapter Nine, I show how a particular rasgueado technique can be indicative of local guitar style in 

Granada. 
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techniques (such as the rasgueado) are employed can inform a local (rather than a regional) 

interpretation of performance style. Arguably, then, flamenco guitar technique may change 

depending on the locality. However, the issue of geographical variation is of especial interest 

particularly when considering the geographical distribution of palos in flamenco. 

 

 

Example 1.8: The rasgueado in a seguiriya.  

 

The Geographies of Flamenco  

The Geography of Flamenco Palos 

Flamenco forms (or palos) most suitably demonstrate the geographical diversity of the 

tradition.
23

 Flamenco consists of numerous palos, a term used to identify a song form within 

the tradition. For each performative element (cante, toque and baile), every palo has a 

different set of musical/lyrical/movement-based features (discussed above). Given that cante 

is usually regarded as the most important element of flamenco, these palos normally derive 

from song and may simply be referred to as cantes (Eng: songs). According to the 

ethnomusicologist Peter Manuel, there are around a dozen key palos, which make up the 

common repertoire (Manuel 2006, 2010: 107). However, the division of palos is more 

                                                           
23

 It is important to recognise that there are numerous classification systems for flamenco and there is endless 

debate regarding the categorisation of different palos. For another discussion of flamencoôs classification see 

Peter Manuelôs article óComposition, Authorship and Ownership in Flamencoô, pp. 107ï18. Also see Manuel, 

óFlamenco in Focusô, pp. 92ï119. 
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complicated given the addition of supra-categorisations and sub-categorisations. In terms of 

supra-categorisations, palos that encompass similar lyrical themes and/or musical features are 

often grouped into one category. For example, cante jondo (Eng: deep song
24

) refers to a 

number of palos that deal with themes of sorrow, death and loss of love. Musically, they are 

characterised by modality. Stylistically, they share similar vocal attributes and aesthetics. In 

terms of sub-categorisations, a single palo may be divided into numerous sub-palos or estilos 

(Eng: styles) (Manuel 2010: 107). These sub-categories may refer to the geographical 

location of a particular melody. For example, one can find a soleá de Triana, a derivation of 

the soleá that originated in the Triana barrio (Eng: neighbourhood) of Seville.
25

  

Most palos are associated with a particular geographical location either within or 

outside of Andalusia. In general, Andalusia is seen as the óhomelandô of flamenco in which 

most palos can be found. While it is certainly true that Andalusia is home to the majority of 

the localities associated with flamenco, some other Spanish regions have also developed their 

own indigenous palos. In particular, the regions of Extremadura and Murcia that border 

Andalusia on the West and East respectively (see Plate 1.1), have played an important role. 

Extremadura is well known for its wide range of tangos. Murcia is home to unmetered palos 

that belong to the generic category referred to as cantes de las minas (Eng: songs of the 

mines). However, the dominance of Andalusia in the geography of flamenco is undeniable. 

The appropriation of flamenco by the Andalusian Government has engendered debates 

regarding musical ownership in Spain.
26

 It is also important to recognise that geographical 

diversity is apparent in Andalusia itself. Across the eight provinces of Andalusia, there are a 

                                                           
24

 The translation of cante jondo is problematic. Within the literature in English, it is often translated as ódeep 

songô. Here, it is viewed as a corruption of the word óhondoô meaning ódeepô, due to the peculiarities of the 

Andalusian dialect. However, for some Andalusians with whom I was in contact, the word ójondoô was not the 

same as óhondoô. Instead, cante jondo was simply used to refer to a genre of flamenco in and of itself, having no 

direct translation.  
25

 These sub-categories may also be associated with individual singers. The melody of a particular singer may 

become a sub-palo in its own right. For example, Manuel refers to óla sole§ de cierre de El Mellizoô, a closing 

passage named after the singer Enrique Mellizo (1848ï1906). See Manuel, óComposition, Authorship and 

Ownership in Flamencoô, p. 108. 
26

 This issue is explored in Chapter Five.  
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number of different palos. Sometimes palos unique to a particular province become vehicles 

for the inscription of a local or a provincial identity. The distribution of palos in Andalusia 

also informs common narratives regarding the origins of flamenco. 

As a discipline, flamenco studies has developed many theories to explain the 

geographical distribution of flamenco palos. The flamencologist and geographer Juan Manuel 

Suárez Japón (2005), argues that there are two fundamental groups of palos that have 

influenced the origins of flamenco: cantes básicos (Eng: basic styles) and palos that are 

derived from fandangos. The first group refers to a number of key palos which are most 

commonly performed.
27

 Like many flamenco scholars, Suárez Japón argues that these palos 

emerged from the gitano-andaluz (Eng: Gypsy-Andalusian) population in a defined area of 

Andalusia.
28

 This area is located in the west of the region and includes the cities Cádiz, 

Ronda and Seville. These cities together form a triangle around Jerez de la Frontera. This 

geographical configuration is commonly known as the triángulo de oro (Eng: golden 

triangle). 

 

Figure 1.3: The flamenco ótrianglesô.
29

 

                                                           
27

 These include palos from the cante jondo genre and other more ófestiveô palos such as bulerías and alegrías. 
28

 Gitano-andaluz refers to the cultural mixing between gitanos and Andalusians.  
29

 Taken from Castillo Guerrero, óFlamenco y geograf²aô, p. 13. Used by permission.  
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Many flamenco scholars have adopted this notion of triangulation. While the locations 

of each point in a triangle may differ, flamenco triangles tend to converge around the same 

small area in West Andalusia. However, the flamencologist Miguel Castillo Guerrero (2011) 

identifies two other flamenco triangles (see Figure 1.3): one that stretches to Córdoba and 

Jaén, and another that encompasses Granada. Nonetheless, he still foregrounds the dominance 

of the triángulo de oro in narratives regarding the origins of flamenco. Moreover, he fails to 

include the province of Almería that is also home to numerous palos. This perpetuates a 

commonly-held belief that all flamenco originated in West Andalusia and from there spread 

to other areas. In one generic guide to flamenco, it is stated: óThe origins of flamenco are to 

be found in the triangle formed between the cities of Seville, Cadiz and Jerezô (Calado Olvio 

2006: 23).  

 

 

Figure 1.4: Map showing the geographical distribution of palos.
30

 

 

                                                           
30

 Available online: <http://www.flamencoentusmanos.es/es/los-palos-flamencos/flamencologia-geografia-del-

flamenco.html> [accessed 4 March, 2013]. 
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Despite this dominant narrative, there are many palos that may have originated in 

other parts of Andalusia (see Figure 1.4). In relation to the two groups of palos described by 

Suárez Japón (2005), the second group of palos has a more diverse geographical foundation. 

It refers to a selection of palos, derived from folkloric fandangos, which are ubiquitous across 

the Andalusian region (and indeed much of Spain). Some of these fandangos have given rise 

to distinctive palos, including unmetered palos unique to East Andalusia (such as granaína 

and the cantes de las minas genre). These palos are now markedly different from folkloric 

forms. However, other palos have retained folkloric elements drawn from fandangos. These 

include the palo called verdiales (popular in Málaga) and palos associated with the zambra 

gitana genre.
31

 These are sometimes referred to as palos aflamencados (Eng: flamencoised 

palos).
32

 Overall, the debate regarding the geographical distribution of palos in flamenco is 

complex and contested. I argue that narratives regarding the geography of flamenco are often 

asymmetrical and unequal. They do not account for the diversity of the geographical origins 

of the tradition. They also deny the importance of peripheral provinces such as Almería and 

Granada. During my field research in Granada, these narratives sometimes engendered a 

sense of marginalisation. However, they have also instigated and entrenched a musical 

localism among certain groups of the flamenco community.  

 

The Geography of Flamenco Spaces 

The distribution of palos in flamenco demonstrates the geographical diversity of the tradition. 

However, a thorough understanding of flamenco geography must also take into account the 

spaces where flamenco is performed. In this thesis, I frequently refer to many spaces, some of 

which possess their own distinct practices and aesthetics, shaping the style of flamenco being 

                                                           
31

 As a local genre of flamenco unique to Granada, the zambra gitana will be explored in greater depth in 

Chapters Eight and Nine. 
32

 This term derives from the verb aflamencar which literally means to óflamencoiseô something or to perform in 

a flamenco style.  
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performed there. Suárez Japón focuses on the barrio as a central space in which flamenco has 

emerged and is performed. These barrios are spread across Andalusian cities (such as 

Sacromonte in Granada or Triana in Seville). According to many scholars, they have had 

and/or continue to have a large gitano presence, from which flamenco communities have 

emerged.
33

 While I find that Suárez Japón overstates the role of gitano communities, I 

acknowledge the importance of such communities in the development of flamenco. However, 

flamenco barrios can also be understood as contexts for musical localism in which there is an 

attachment to place rather than just to ethnicity.  

 Flamenco barrios contain many performance contexts. The anthropologist Timothy 

Dwight de Waal Malefyt (1997, 1998) argues that flamenco contexts can be understood 

according to insider/outsider or private/public distinctions. Insider/private contexts refer to 

intimate spaces in which musicians and aficionados regularly gather for flamenco 

performances that are normally closed off to óoutsidersô or the public. Outsider/public 

contexts refer to spaces that are open to the public and may be associated with 

commercialised spectacles of flamenco. While these categories are sometimes accurate, such 

neat polarities are difficult to maintain. However, they are a useful starting point for 

examining a diverse range of performance spaces. In the insider/private sphere, peñas 

flamencas (Eng: flamenco clubs) are often the most prominent performance context for 

flamenco.
34

 These venues are much like folk clubs where traditional flamenco is performed to 

an audience of knowledgeable aficionados. Membership is normally required, ensuring that 

peñas are intimately tied to the local community. From their inception in the 1950s, peñas 

have adapted to modern circumstances, today many allowing non-members to attend. 

Nonetheless, they still retain an image of óauthenticityô.  

                                                           
33

 In Chapter Eight, I explore the role that Sacromonte, a distinct neighbourhood in Granada, has played in the 

development of flamenco in the city. 
34

 For a detailed examination of peñas see Malefyt, óGendered Authenticityô.  
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 In the outsider/public domain, flamenco has many performance contexts ranging from 

the more óseriousô to the more ótouristyô. Since the mid-nineteenth century, flamenco found a 

home on the theatre stage.
35

 Since the 1970s, however, flamenco has become a force on the 

World Music scene. The popularity of the guitar has also helped to óclassiciseô the global 

image of flamenco, with guitar performances being featured in concert halls around the 

world. In Andalusia (and indeed across Spain), flamenco appears in many theatres with a 

variety of performances including solo guitar, cuadro flamenco (group performances) and 

even large-scale flamenco óballetsô. Flamenco has also found a home in various bars or 

similar venues across Andalusia and beyond. Finally, flamenco is inextricably linked with 

tourism. As such, venues have sprung up (both in Andalusia and across Spain) that cater 

specifically for tourists such as the tablao and the zambra in Granada. While these venues are 

often criticised for the quality or ókitsch-nessô of their performances, they are integral spaces 

for many flamenco artists as they provide a regular source of work. During my time in 

Granada, I attended performances in all of the above contexts. As a matter of 

contextualisation, I will refer to these spaces when examining music and regionalism in 

Andalusia.  

 

The Scholars of Flamenco 

Flamenco Literature in General  

Having examined the geographical distribution of palos and the musical spaces where 

flamenco is performed, I will now present an overview of the scholars who have represented 

flamenco throughout its history. Many scholars have addressed the history and development 

of flamenco. The ethnomusicologist Roshan Samtani usefully compartmentalises the 

literature about flamenco into three categories: eyewitness accounts, song collections and 
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 The history of the development and the commercialisation of flamenco will be discussed in Chapter Four. 
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scholarly research (Samtani 2006: 23ï31). The presence of flamenco in literary sources can 

be traced back to the early-nineteenth century with the accounts of travel writers, many of 

whom were foreign.
36

 In search of the romantic and the exotic, Spain (and particularly 

southern Spain) provided a óplaygroundô for these writers, echoing the orientalist interests of 

the age. These accounts have provided much of the historical record available regarding the 

origins and the development of flamenco (ibid. 2006: 23). They also assisted the emergence 

of the collecting of flamenco song for regionalist and/or nationalist purposes towards the end 

of the nineteenth century. 

 Flamenco scholarship itself appeared later, first in Spanish and then in English. In 

Spain, the term flamencología (Eng: flamenco studies) emerged in 1955 with Anselmo 

Gonz§lez Climentôs pivotal text, Flamencología. This was arguably the first example of 

formal scholarship in flamenco. Since this text, many Spanish scholars have contributed to an 

ever-expanding body of literature. Much of this research has been historical in nature with 

numerous works examining the origins and the development of flamenco.
37

 However, some 

of this literature was (and at times, still is) involved in the wider debate concerning the ethnic 

(that is, gitano) or the regional (that is, Andalusian) origins of the tradition. As such, some 

scholars in Spain have been accused of mystifying flamenco, perpetuating romantic 

narratives that often ground the tradition in notions of blood and race. Scholars (usually in the 

social sciences) have recently emerged who attempt to demystify the romanticism that 

permeates scholarship in flamenco.
38

   

Nonetheless, English-speaking scholars have also perpetuated romantic conceptions 

of flamenco. Due to growing international interest in flamenco during the 1960s, some 
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 These include Richard Ford (1796ï1858), Washington Irving (1783ï1859) and Prosper Mérimée (1803ï70). 
37

 A few key examples include Caba Landa, Andalucía; Mairena and Molina, Mundo y formas del cante 

flamenco; Manuel Gamboa, Una historia del flamenco; Steingress and Baltanás (eds), Flamenco y 

nacionalismo; and Steingress, Sobre flamenco y flamencología.  
38

 A few key examples include Cruces Roldán (ed.), El flamenco; Cruces Roldán, Antropología y flamenco (both 

volumes); García Gómez, Cante flamenco, cante minero; Steingress and Baltanás (eds), Flamenco y 

nacionalismo; and Steingress, Sobre flamenco y flamencología and óEl flamenco como patrimonio culturalô. 
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American and British writers have contributed fictional, biographic and/or ópopulistô 

accounts of flamenco (see for example George 1969; Pohren 1962; Webster 2002; Woodall 

1992). To discount this literature as unscholarly or óromanticô would be a mistake. These 

accounts occupy a particular position in both the scholarship and the history of flamenco, 

depicting the reception and the assimilation of the tradition by English-speaking audiences. 

However, in recent decades there is a growing body of scholarly literature in English 

concerning flamenco. There are also some key works in cultural anthropology and cultural 

history. In particular, I refer to the anthropologist William Washabaugh who has conducted 

extensive research concerning the historical narratives of flamenco and the constructions of 

ethnicity associated with flamenco (Washabaugh 1996, 1997, 1998, 2012).
39

 The cultural 

historian Timothy Mitchellôs (1994) socio-historical monograph Flamenco Deep Song is 

another important work that attempts to demystify romantic discourses in flamenco. This is a 

valuable albeit highly critical source for understanding the emergence of flamenco. The study 

of flamenco has also reached other disciplines such as dance studies (Heffner Hayes 2009), 

film studies (DôLugo 1991) and even economic geography (Aoyama 2007, 2009). 

 In ethnomusicology, there is a limited body of literature both in Spanish and in 

English. In the Spanish literature, there is a particular paucity in the realm of 

ethnomusicological research. In his article óFolk Music Studies and Ethnomusicology in 

Spainô, Josep Martí (1997) argues that the discipline is relatively recent in Spain. While the 

country has a long heritage of folk music research stretching back to the end of the eighteenth 

century, ethnomusicology is much less developed. Even when Mart²ôs article was published, 

much ethnomusicological research in Spain was predicated on the óstudy of rural musical 

productionô (Mart² 1997: 117). Moreover, Martí notes that musicology is more prominent, 

with ethnomusicology often being side-lined in music departments (ibid. 1997: 120ï21). In 
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 In a similar vein, also see the work of Malefyt, óGendered Authenticityô and óñInsideò and ñOutsideò Spanish 

Flamencoô.  
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terms of flamenco, the scarcity of ethnomusicological research on the topic is also apparent. 

The online open-access journal for the Sociedad de Etnomusicología (Eng: Society for 

Ethnomusicology) TRANS-Transcultural Music Review features a handful of articles 

concerning flamenco (see Ángel Berlanga 1997; Labajo 1997; Lorenzo Arribas 2011; 

Steingress 2004).
40

 However, none of these articles is written by an ethnomusicologist and 

none incorporates ethnomusicological methods. Even specific journals devoted to flamenco 

tend to be full of articles informed by a historical and/or a musicological approach.
41

  

 Flamenco is also relatively rare in ethnomusicological scholarship in English. 

However, there are a handful of notable flamenco scholars in the discipline. In particular, 

Manuel has published on issues relating to identity (Manuel 1989) and on issues related to 

copyright (Manuel 2010).
42

 He has also written a couple of articles concerning the flamenco 

guitar, some of which border on the musicological rather than the ethnomusicological 

(Manuel 1986, 2003). Similarly, Samtani (2006) has produced an in-depth ethnographic study 

of guitar technique and performance, drawing upon extensive fieldwork in Spain.
43

 Further, 

Francisco Javier Bethencourt Llobet (2011) has examined how flamenco guitarists have 

negotiated the intersection between tradition and innovation. Also worthy of mention is 

Loren Chusesôs (2003) study of gender and identity amongst female flamenco singers. 

Crucially, however, none of these studies deals with the issues surrounding music and 

regionalism developed in this thesis.
44

 Therefore, I will now turn to some of the wider 
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 These articles are available online: <http://www.sibetrans.com/trans/publicaciones> [accessed 27 April, 

2013].   
41

 For example see Demófilo: La Revista de Cultura Tradicional de Andalucía 

<http://dialnet.unirioja.es/servlet/revista?codigo=10189> [accessed 27 April, 2013]; Revista de Flamencología 

<http://flun.cica.es/index.php/revista-de-flamencologia/162-revista-de-flamencologia> [accessed 27 April, 

2013]; and La Madrugá: Revista de Investigación sobre Flamenco 

<http://revistas.um.es/flamenco/issue/archive> [accessed 27 April, 2013].  
42

 In the article óAndalusian, Gypsy and Class Identityô, Manuel provides a succinct and important overview of 

the flamenco ócomplexô. It is a good introductory article for anyone interested in flamenco studies.  
43

 The ethnomusicologist Kevin Dawe has also written about the discourses of authenticity and identity 

surrounding flamenco guitar construction in Spain in óHandmade in Spainô.  
44

 Manuelôs article óAndalusian, Gypsy, and Class Identityô does address the relationship of flamenco with 

Andalusian identity. However, he adopts more of a historical perspective.  
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literature in anthropology and sociology (some of which has been mentioned above) that is 

relevant to my research. 

 

Flamenco, Regionalism and Geography 

Flamenco has had a long and, at times, overt relationship with regional identity. At various 

points throughout its history, it has been harnessed to invoke Andalusian identity and to 

underline Andalusian regionalism. In recent years, questions regarding the correlation of 

flamenco with Andalusian identity have been raised by scholars. The alignment between 

flamenco and regionalism has instigated intense scholarly debate. In particular, this debate 

has created two distinct positions. On the one hand, the globalisation and the 

commercialisation of flamenco are regarded as negative processes that de-emphasise the 

regional distinctiveness of the tradition. Furthermore, the representation of flamenco as 

something óSpanishô, for some, is believed to negate it supposed Andalusian roots. Some 

scholars have sought to align flamenco with Andalusian identity and to instigate greater 

institutional support. On the other hand, the use of flamenco as a symbol of a distinctive 

identity in Andalusia is viewed by some as a óquasi-nationalistô appropriation of culture 

designed to differentiate Andalusia from Spain. At the heart of this debate lie four prominent 

scholars: Cristina Cruces Roldán, Isidoro Moreno Navarro, Gerhard Steingress and William 

Washabaugh.   

 Cristina Cruces Roldán currently works as counsellor for the Audiovisual Council of 

Andalusia, having previously held the position of Professor of Social Anthropology at the 

University of Seville. She has been involved in flamenco research for the majority of her 

career and maintains close ties with Andalusian institutions, often developing ósuccinct 

position statements for the Andalusian Government on the role of patrimonial flamenco in the 

development of regional identity and autonomyô (Washabaugh 2012: 28). The majority of her 
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work marks out flamenco as a distinct element in Andalusian social and cultural life (Cruces 

Roldán 1996, 2002, 2003a). In collaboration with the regional government, she has supported 

the recognition of flamenco as cultural heritage at an institutional level.  

Cruces Roldán argues that flamenco is capable of channelling Andalusian sociability. 

In other words, she recognises its capacity to engender a sense of regional identity. For her, it 

is crucial óto know and to value flamenco as a fundamental marker of our cultural identity 

and, therefore, as the common heritage of all Andalusiansô (Cruces Rold§n 2002: 193).
45

 As 

an emblem of Andalusian heritage she argues that flamenco is rooted in Andalusiaôs óculture 

of culturesô referring to the supposed multicultural nature of Andalusian ethnicity (ibid. 

2003a: 24).
46

 The anthropologist Isidoro Moreno Navarro (1996) echoes the work of Cruces 

Roldán by readdressing the gitano debate. He rejects the normal distinction made between 

gitanos and Andalusians. For Moreno Navarro, gitanos are Andalusians. Flamenco is a 

product of this group as well as the product of other subaltern groups throughout the history 

of Andalusia (Moreno Navarro 1996). He attempts to destabilise the narratives that weaken 

the connection between flamenco and Andalusian identity. These narratives include the 

relationship between flamenco and gitano identity, the relationship between flamenco and 

Spanish identity, the globalisation of flamenco and individualism in flamenco.
47

 

Since the 1990s, these scholars (amongst others) have helped to develop greater 

institutional recognition for flamenco. Cruces Roldán argues that flamenco has not received 

sufficient support from the Andalusian Government. While acknowledging its importance in 

wider commercial contexts, she states that flamenco should be supported by regional 
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 óConocer y valorar el flamenco como un marcador identitario fundamental de nuestra cultura y, por tanto, 

como patrimonio com¼n de los andalucesô.  
46

 In the book El flamenco y la música andalusí, Cruces Roldán examines the actual links between flamenco and 

the music of Al-Andalus, arguably a continuation of the regionalist desire to invoke the Islamic occupancy as an 

integral element in the history of Andalusia.  
47

 Individualism is sometimes viewed as a crucial part of flamenco. For Moreno Navarro, the concentration on 

individual artists detracts from the art formôs association with communality, negating its ability to channel 

regional identity as collective experience. 
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institutions, being officially recognised as Andalusian heritage. In her chapter óEl flamenco y 

la pol²tica de patrimonio en Andaluc²aô (Eng: óFlamenco and the Politics of Heritage in 

Andalusiaô), Cruces Roldán argues that flamenco should be recognised as heritage according 

to the Ley de Patrimonio Histórico de Andalucía (Eng: Law of Andalusian Historical 

Heritage) (Cruces Roldán 2003; García Plata 1996).
48

 She demonstrates how the practices, 

the contexts and the objects associated with flamenco can be viewed as heritage, proposing 

how flamenco meets the necessary criteria for recognition as heritage.
49

 In an interview with 

her, Cruces Roldán told me that the presence of flamenco in the public sector has increased 

over recent years (interview 30 April, 2012). She was generally positive about this 

development. Here, she has played a key role in the recognition of different aspects of 

flamenco as heritage, helping to develop its presence in the institutional framework of the 

Andalusian Government.  

The sociologist Gerhard Steingress adopts a very different view.
50

 He argues that 

flamenco should be aligned with social issues and not with ónationalist onesô. He believes 

that flamenco has been appropriated for political purposes. As Washabaugh states: 

óSteingress has strenuously objected to cultural essentialist views that have been embraced by 

the regional government in order to develop a semi-autonomous Andalusian nationalism. 

According to Steingress, not only is the Andalusian community a cultural invention, but so 

too is the musical heritage that grounds itô (Washabaugh 2012: 37). The majority of 

Steingressôs work adopts a socio-historical view of flamenco. That is, he examines the 

construction of flamenco as a symbol of both an Andalusian and a Spanish identity 
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 This law and Andalusian heritage policy in general will be discussed in Chapters Two and Five.  
49

 Flamenco needs to fit into various categories such as buildings/monuments, objects, ethnographic 

products/practices, literary representation/research and documentation.  
50

 Steingress was born in Austria. Although he has spent many years living and working as a sociologist in 

Andalusia (at the University of Seville), his non-Andalusian background may influence his seemingly 

óobjectiveô view of the relationship between flamenco and regional identity.   
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(Steingress and Baltanás 1998; Steingress 1998a, 1998b, 1998c, 2002a).
51

 Steingress shows 

how flamenco evolved as a popular tradition through modernisation and nationalism during 

the nineteenth century in Andalusia.  

Particular attention should be paid to the article, óEl flamenco como patrimonio 

cultural o una construcci·n artificial m§s de la identidad andaluzaô (Eng: óFlamenco as 

Cultural Heritage or Another Artificial Construction of Andalusian Identityô). In this article, 

Steingress contests Cruces Roldánôs research, problematising the construction of flamenco as 

regional heritage. He believes that Cruces Roldán propagates a nationalist and an 

ethnocentric perspective. He refutes her so-called óhomogenisedô conception of Andalusian 

culture and flamenco. Here, he makes an important distinction between flamenco in the 

Andalusian cultural ósystemô (that is, its institutional use) and the relevance of flamenco for 

regional identity. He argues that many Andalusians may not identify with flamenco, even if 

they recognise it as Andalusian per se. He states: óWhile it seems evident that the majority of 

the population considers it [flamenco] to be a consistent element of the Andalusian cultural 

system, this does not necessarily mean that they identify with it or consider it as a ñmarkerò 

of their identity as Andalusiansô (Steingress 2002a: 57).
52

 Steingress believes that flamenco 

essentialism leads to óartistic vanguardismô, or put another way, the institutionalisation of 

flamenco style. As a result, aesthetic restrictions are placed on flamenco, which negate its 

development and its hybridisation.  

 In his recent monograph Flamenco Music and National Identity in Spain, 

Washabaugh offers an overview of the work of Cruces Roldán and Steingress (Washabaugh 

2012: 27ï52). While Cruces Roldán and Steingress argue that flamenco emerged through a 
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 Steingressôs work is supported by other scholars such as Enrique Baltanás who also contests attempts by the 

Andalusian Government to develop flamenco as a symbol of regional identity. See Baltan§s, óThe Fatigue of the 

Nationô.  
52

 óSi bien parece evidente que la mayor²a de la poblaci·n lo considera como un elemento consistente del 

sistema cultural andaluz, esto no significa necesariamente que se identifique con él ni que lo consideren como 

ñmarcadorò de su identidad como andalucesô.  
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process of hybridisation, Washabaugh believes that the role of commercialisation is viewed 

differently by both scholars. For Cruces Roldán, flamenco emerged from the Andalusian 

lower classes and was linked to poverty, class struggle and ostracised groups. Only later did 

the art form become commodified in theatres, amongst other contexts. For Steingress, the role 

of the marketplace is integral to the development of flamenco as an art form. He also 

develops the idea that flamenco has a universal appeal and a transgressive character, 

something that Washabaugh is keen to build upon (ibid. 2012: 45). Washabaugh discusses 

óthe processes through which flamenco is being cultivated as a marker of Andalusian identity 

and a patrimonial symbol of Andalusian autonomyô (ibid. 2012: 7). In particular, he examines 

the role institutions (such as education and the media) and philosophical approaches (such as 

Krausism and Modernism) have played in the ópatrimonialisationô of flamenco both in its 

past and in its present.
53

 He argues that contemporary regional institutions, following scholars 

like Cruces Roldán, adopt a conceptualisation of flamenco that is óheritage-transmitted-from-

the-pastô and óbackward-leaningô (ibid. 2012: 10). In an attempt to unite the Andalusian 

people, flamenco is linked to a shared sense of history and ethnicity. He problematises this 

conceptualisation of flamenco, advocating instead a óforward-leaningô or ótelenomicô reading 

of flamenco style ï one that embraces the future (rather than the past) of flamenco and by 

extension of Andalusia.  

Washabaughôs chapter óAutonomous Flamencoô (ibid. 2012: 81ï104) is most relevant 

for my research. Here, he explores the institutional support that today encourages the 

development of flamenco. He gives a brief overview of the political situation in which the 

institutionalisation of flamenco as regional heritage has occurred. He then goes on to discuss 

some of the key developments in its institutionalisation including the realms of education, 

tourism and culture. He draws upon the Plan Estratégico para la Cultura en Andalucía (Eng: 

                                                           
53

 Some of Washabaughôs ideas will be discussed in more detail in Chapter Four. 
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Strategic Plan for Culture in Andalusia), a 10-year plan where governmental initiatives for 

the development of culture within the region (including flamenco) are outlined. I build upon 

Washabaughôs work by offering the most recent advancements in the development of 

flamenco with a closer reading of its link to political autonomy in Andalusia. I also contribute 

to the debate regarding flamenco and Andalusian identity (or regionalism as I refer to it here) 

by offering an ethnographic analysis, thus far missing in the relevant scholarship discussed 

above. By drawing upon field research and the tenets of political geography, I offer a 

fragmented reading of regionalism through an analysis of the contexts, the discourses and the 

styles associated with flamenco in a local context.  

My study is not the first to offer a geographical analysis of flamenco. A couple of 

scholars have examined flamenco from a geographical perspective (briefly discussed above). 

First, is Su§rez Jap·nôs (2005) article, óGeograf²a del flamenco, flamenco y geograf²aô (Eng: 

óGeography of Flamenco, Flamenco and Geographyô). Here, Suárez Japón examines the 

geography of flamenco (that is, the geographical distribution of its palos) and flamencoôs 

geographies (that is, its social contexts and spaces). However, the article appears to be 

underlined by an overemphasis on the Andalusian territory. He states: óFlamenco was and is a 

product developed in our [region], a cultural fact inexplicable outside of the limits of 

Andalusia, of its social, economic and cultural reality over the past two centuriesô (Suárez 

Japón 2005).
54

 While I find Su§rez Jap·nôs geographical distinctions useful, I argue that he 

perpetuates a homogenised understanding of the relationship between flamenco and identity 

in Andalusia.  

 Miguel Castillo Guerrero (2011) adopts a more ólocalistô approach with respect to his 

geographical interpretation of flamenco. While acknowledging Andalusiaôs centralisation as 

the geographical point of origins in flamenco, he explores the contribution of one locality in 
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 óEl Flamenco era y es un producto gestado en nuestra [regi·n], un hecho cultural inexplicable fuera de los 

l²mites de Andaluc²a, de su realidad social, econ·mica y cultural de los ¼ltimos dos siglosô. 



 
 

35 

 

flamenco song. Here, he examines the lyrics of Francisco Montoya Egea (known as El Niño 

de la Huerta) demonstrating how the town of Lora del Rio (Egeaôs hometown) is invoked in 

the lyrics. The work of Castillo Guerrero is not dissimilar to my own. Invoking geography as 

a theoretical discipline, he explores local readings of the flamenco complex. I also examine 

notions of localism in the flamenco scene of Granada as a counterpoint to the correlation 

between flamenco and Andalusian regionalism. However, I argue that flamenco is closely 

tied to Andalusian autonomy and an institutional (or óofficialô) reading of regional identity. 

Moreover, I contend that this reading is, at times, subverted. On the one hand, flamenco is 

capable of reflecting and engendering Andalusian regionalism. On the other hand, flamenco 

can reflect alternate readings of regionalism. In this respect, I find political geography useful 

when trying to understand the complex relationship between flamenco and regionalism. In 

the next chapter, I provide a theoretical framework for exploring music and regionalism in 

Andalusia, using political geography as a guiding principle.
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Chapter Two: Music, Regionalism and Political Geography 

The central focus of this thesis is to understand the ways in which music articulates and 

constructs multiple readings of Andalusian regionalism in the context of flamenco. On the 

one hand, regional institutions use flamenco to construct and to consolidate a unified regional 

identity. On the other hand, flamenco may function at the level of felt experience to invoke a 

sense of Andalusian-ness. However, a single reading of place and thus a single reading of 

regionalism is problematic and often contested. In understanding the identity politics at play 

in a territory such as Andalusia, I argue that the theoretical tenets of political geography are 

particularly useful. In this chapter, I offer a theoretical reading of regionalism. This reading is 

centred upon a scholarly exchange between political geography and ethnomusicology in 

order to contextualise the relationship between flamenco and regional identity in Andalusia.  

The relationship between music and geography has received some attention. I 

consider the ways in which geographers have studied music and conversely how music 

researchers have drawn upon geography. In either case, political geography is rarely invoked 

as a discipline. In this chapter, I advocate the use of political geography in 

ethnomusicological enquiry. I draw upon the work of the political geographers Frans 

Schrijver (2006), Anssi Paasi (2009) and Kees Terlouw (2012). In particular, I invoke 

Schrijverôs (2006: 21ï65) model where he considers regionalism (as a bottom-up ideology) 

after regionalisation (as a top-down process). I also examine the relationship between 

regionalism and music. Here, I invoke identity theory in ethnomusicology, particularly in the 

context of nationalism. This analysis is used as a starting point to explore the current 

literature regarding music and regionalism. Finally, I argue that regionalism and 

regionalisation are influenced by external forces. Here, the recognition of flamenco as 

Intangible Cultural Heritage by UNESCO will have important repercussions for the 

development of flamenco within Andalusia.  
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Political Geography and Music 

An Introduction to Political Geography 

Before examining region and regionalism, it is necessary to understand political geography as 

a discipline. Political geography belongs to the broader umbrella discipline of human 

geography, which is concerned with the relationship between humans and their physical and 

spatial environments.
1
 Generally speaking, human geography is a humanistic discipline 

drawing upon research methods in the social sciences, rather than the empirical, quantitative 

and scientific methods associated with physical geography. Human geography is divided into 

a number of sub-fields making disciplinary definitions problematic, especially given the 

fluidity with which geographers move across these sub-fields. In this study, my work is 

informed by both cultural and political geography. Flamenco as a cultural expression is 

influenced by the control and the contestation of Andalusia as a territory, which are largely 

political issues. However, it is political geography that most closely relates to my theoretical 

framework and so will be the point of focus here.
2
  

 Political geography is principally concerned with the control of space and place 

advancing the view that ópolitics is intrinsically geographicalô (Painter and Jeffrey 2009: 15).
3
 

Broadly speaking, political geography deals with two overarching categories, namely formal 

politics and informal politics (Cloke et al. 2005; Painter and Jeffrey 2009). The former is 

concerned with traditional political formations such as governments, political parties and 

international relations. The latter refers to the day-to-day politics that operate in social life, 

outside of the institutional sphere. Here, issues of power and social relations are brought back 

into the theoretical fold, reflecting the wider influence of cultural geography and cultural 
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 A spatial environment may not only refer to territories, but also to social spaces such as class and gender. For 

an overview of human geography as a discipline see Cloke (et al.), Introducing Human Geographies.  
2
 Cultural geography is chiefly concerned with how humans function spatially in terms of their cultural practices 

and beliefs. It also considers how culture varies according to different spaces and places. For more information 

see Jackson, Maps of Meaning; Mitchell, Cultural Geography; and Nash, óCultural Geographyô.  
3
 The political geographers Joe Painter and Alex Jeffreyôs book Political Geography provides a useful and a 

succinct grounding in political geography. It would benefit any ethnomusicologist seeking to gain an 

understanding of the discipline.  
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studies in political geography. Nowadays, some researchers analyse how formal politics 

impact on social relations and issues of power in everyday life. For example, some of the 

research I address below examines formal politics in the context of state decentralisation and 

the informal politics that emerge from state decentralisation, such as regionalism. 

 Another aspect of political geography is the formal, political relations between states, 

most commonly referred to as geopolitics. This sub-discipline of political geography, 

concerns how political power is used over a given territory.
4
 Normally, geopolitics is 

separated into two approaches: an active approach where geographical representations are 

used for political purposes and a critical approach that critiques the use of geography for 

political ends. Due to the negative connotations associated with active geopolitics,
5
 the 

discipline fell from grace and was often taboo amongst geographers. Since the 1970s, 

however, a critical approach to geopolitics has emerged that deconstructs the way in which 

states, cultural elites, political elites and the media maintain geographical politics through 

discourse and representation.
6
 Put simply, it explores how both negative and positive 

representations of geographical places are engendered and are naturalised in society. By 

extension, the ways in which these dominant representations are contested also becomes an 

important dimension of critical geopolitics. While usually employed at an international level, 

geopolitics is also useful for understanding the control and the contestation of territory at a 

regional level. Institutions are implicated in the exertion of power over regional territories, an 

act that may exacerbate underlying tensions regarding regional identity. I argue that flamenco 

                                                           
4
 For a useful overview of geopolitics see Dodds and Atkinson (eds), Geopolitical Traditions.  

5
 Geopolitics was used as a way of legitimising imperialism and state expansionism from the nineteenth century 

culminating in the appropriation of Geopolitik by Nazi policy in the Second World War.  
6
 A little embellishment on different geopolitical discourses is needed here. The critical approach to geopolitics 

is often cited as having its origins in the UK during the 1980s. However, it is important to draw attention to the 

contribution of the French school of géopolitique. Pioneered by Paul Vidal de la Blache (1845ï1918), the 

French school was perhaps the first to adopt a critical perspective by analysing the ideological foundations of 

geopolitics. In particular, Yves Lacoste (b. 1929) and the journal Hérodote foreshadowed the Anglophone trend 

towards critical geopolitics in the 1980s. Lacoste moved away from the regional emphasis of previous French 

work and instead focused on the nation state and its survival in modern times. See Hepple, óGépolitiques de 

gaucheô. 
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is a useful vehicle for understanding these processes, which are grounded in political 

geography, in the Andalusian context.  

 

Music in Geographical Research 

To what extent do geographers consider music in their research? Similarly, to what extent do 

ethnomusicologists (and other related scholars) draw upon geographical paradigms when 

considering music and place? In geography, a number of important studies can be found that 

address music, almost entirely within the field of cultural geography. Traditionally, music 

was of little interest to geographers due to its perceivably transient, place-less nature; most 

studies that focused on artistic expression looked to the visual arts. During the 1970s, 

however, there was an increase in music-related research, an era the geographer George 

Carney describes as óthe golden age of music geographyô (Carney 1990: 37).
7
 The vast 

majority of these studies were limited to the American context and concerned either folk 

music or popular music. Scholars were primarily interested in mapping the diffusion of 

musical styles and analysing the textual content of lyrics for geographical imagery.
8
 

Almost all geographical research on music was published in America. In the 1990s, 

however, cultural geographers in Britain began to examine music as well. Particular reference 

must be made to the 1993 conference organised by the Institute of British Geographers, óThe 

Place of Musicô (Leyshon et al. 1995, 1998). In particular, the conference inspired a volume 

of the same name, which examines how ódifferent spatialities are [...] formative of the 

sounding and resounding of musicô (Leyshon et al. 1998: 4). In this way, the geographer 

Susan Smith (1997) argues that cultural geographers sought to examine how music is a 

                                                           
7
 Also see Carney, óMusic Geographyô. Carney believes that a rise in the interest regarding the geographical 

aspects of music was a result of the highly charged cultural, social and political environment of the time, of 

which music was a crucial component. In addition, the centralisation of music in geography was seen as a 

departure from the óconservatismô of previous scholars. By focusing on music, geographers embraced the 

anthropological turn in geographical enquiry.  
8
 For a closer discussion of research directions in music geography see Carney, óGeography of Musicô and 

óMusic Geographyô; and Leyshon (et al.), óThe Place of Musicô.  
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product of different cultural and physical spaces. At this time, scholars from the so-called 

school of ónewô cultural geography were beginning to draw upon British cultural studies and 

principles derived from the social sciences.
9
 Therefore, themes such as nationalism, class, 

identity politics, minority studies and ethnicity began to appear in geographical analyses of 

music. This theoretical direction has continued into the twenty-first century with a number of 

geographical contributions (especially from British geographers) that discuss music at 

different spatial levels.
10

  

There are a number of limitations with the current geographical literature on music. 

Even in recent studies, many scholars focus on American popular music and folk music, 

British music or western classical music (from a historical perspective). Despite a handful of 

examples (Kong 2006; Waterman 2006b), this body of research does not address non-western 

musical traditions. There has also been little interaction with ethnomusicology and rarely are 

ethnomusicological works cited in geographical publications. (As I show below, this is a 

problem replicated in ethnomusicology as well.) A further limitation appears to be the under-

representation of political geography when it comes to musical research.
11

 Given the fact that 

interdisciplinary fluidity between the geographical sub-disciplines is relatively recent, the 

absence of research concerning politics and music is perhaps not surprising. Yet this is a 

fertile ground for research, which I hope to demonstrate with this study. I argue that a fruitful 

exchange between political geography and ethnomusicology will strengthen research 

regarding music and political spatialisation.  

 

                                                           
9
 For more on ónew geographyô see Mitchell, Cultural Geography.  

10
 Pertinent examples of this scholarship include Bell and Johansson (eds), Sound, Society and the Geography of 

Popular Music; Connell and Gibson, Sounds Tracks; and Hudson, óRegions and Placeô. The journal GeoJournal 

also published a special edition on music containing a number of articles that explored themes such as 

nationalism, cultural politics and minority studies. See Waterman, óGeography and Musicô. Also see the special 

issue of Social and Cultural Geography, Volume 6/5 (2005). In particular see Anderson (et al.), óPractices of 

Music and Soundô.  
11

 Again, there are exceptions. See Connell and Gibson, Soundtracks; Kong, óMusic and Moral Geographiesô; 

and Waterman, óVariations on a Hebrew Themeô. 
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Geography in Music Research  

In ethnomusicology, there is also limited theoretical exchange with human geography. While 

place-based identities are often integral to ethnomusicological research, geographical theory 

is normally implicit rather than explicit. While there are a number of ethnomusicological 

studies that invoke geographical themes, they do not directly reference geography as a 

discipline. Bruno Nettl argues that constructing musical ócartographiesô of the world has been 

one of the long-term ambitions of ethnomusicologists (Nettl 2005: 320ï38). He 

acknowledges the influence of óculture areasô on American anthropology and the influence of 

Kulturkreis in German scholarship on ethnomusicologists in the early-twentieth century. He 

contends that ethnomusicologists were primarily interested in mapping musical style, 

structure and instrumentation.
12

 This tradition of comparative musicology and musical 

mapping was continued after the Second World War, most notably with Alan Lomaxôs 

(1968) cantometrics project. In this study, Lomax employed a óquasi-scientificô approach to 

map the folk musics of the world into six broad style regions subdivided into various culture 

areas. The overall impetus here was to construct a musical map that reflected the impact of 

social structure and history on folk song style and its distribution.
13

  

 After Lomaxôs attempts at musical mapping, other studies invoked geographical 

methods (however implicitly) to understand the distribution of instruments. In particular, the 

scientist and musicologist Laurence Picken is renowned for his geographical (and broadly 

zoological) approach to the diffusion of folk instruments from Central Asia. In his seminal 

work Folk Musical Instruments of Turkey, Picken (1975) invokes environmental determinism 

by relating the construction, the diffusion and the meaning of instruments to environmental 

                                                           
12

 The earliest comparative musicologists in the field (such as Béla Bartók, Curt Sachs, Eric van Hornbostel and 

George Herzog) were interested in mapping folk song. At times, scholars collected folk music in the service of a 

nationalist interest. As such, it could be argued that early comparative musicology had an underlying 

geopolitical interest.  
13

 Lomaxôs work echoes that of the American anthropologist George Murdock who created an ethnographic 

atlas of the cultures of the world.   
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factors.
14

 In particular, he proposes the term óorganogeographyô where he compares the 

geographical distribution of instruments with the distribution of flora in Turkey, arguing that 

the latter influenced the formation of the former. Continuing with this theme, Steven Feldôs 

(1994) work on the Kaluli of Papua New Guinea is an excellent example of how a cultureôs 

immediate physical environment (that is, the rainforest in the Kaluli context) can influence 

musical style and aesthetics in such a profound way.
15

 

 More recently, ethnomusicologists and other music scholars have explicitly drawn 

upon geographical theory to inform their research. A case in point is Adam Krimsôs 2007 

monograph, Music and Urban Geography. Krims draws upon the sub-discipline of urban 

geography to examine how music can represent a city. Moreover, he considers the different 

ways in which music is produced and consumed in various city-based contexts. Conferences 

have also emerged where geography appears as a common theoretical perspective,
16

 or where 

geography has emerged as a theme in interdisciplinary conferences.
17

 Some scholars have 

even invoked political geography in the context of regionalism. The Irish scholar Daithí 

Kearney (2007) considers the application of geography to Irish traditional music. Like me, 

Kearney seeks greater interdisciplinarity between music and geography. He considers the role 

institutions have played in creating a óunique [Irish] identity separate from British-nessô and 

in engendering different conceptions of national identity amidst the commercialisation and 

the globalisation of Irish-ness (Kearney 2007: 135). Similarly, the ethnomusicologist Stefan 

Fiol (2012) draws upon scholars in political geography when examining regionalism in 

Indian popular music (discussed below). However, on the whole there is a paucity of research 

                                                           
14

 For more on environmental determinism, a key element of early cultural geography, see Mitchell, Cultural 

Geography.  
15

 More recently, Tina Ramnarine has examined how the environment shapes musical concepts and creative 

processes. See Ramnarine, óAcoustemology, Indigeneity and Joik in Valkeapªªôs Symphonic Activismô.  
16

 For example, the óMusical Geographies of Central Asiaô at the Institute for Musical Research, London (16ï18 

May, 2012).  
17

 For example, óHearing Landscape Critically: Sense, Text, Ideologyô at the University of Oxford (18ï19 May, 

2012). 

http://pure.rhul.ac.uk/portal/en/publications/acoustemology-indigeneity-and-joik-in-valkeapaas-symphonic-activism-views-from-europes-arctic-fringes-for-environmental-ethnomusicology%28cc07121b-280d-490f-8020-3326274729b3%29.html
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drawing upon geographical paradigms, particularly from political geography. I argue that 

political geography is important when considering the relationship between music and 

regionalism. Further, I contend that an exchange between ethnomusicologists and political 

geographers can assist a deeper understanding of this relationship.  

 

Region, Regionalisation and Regionalism 

Defining the Region 

So far, I have used the terms region, regionalism and territory seemingly interchangeably and 

without theoretical explanation. It is now necessary to define exactly what I mean by region, 

drawing upon political geography and other related disciplines.
18

 Region has multiple 

meanings depending on the context and the spatial scale. In physical geography, a region can 

be understood simply as a geographical space defined by physical boundaries (such as 

mountains or rivers).
19

 One can speak of a natural region or geographical region without the 

need to refer to notions of culture, politics or power. However, regions may also refer to 

cultural areas or socio-political territories at various spatial scales. A territory is often 

understood as a place invested with meaning and is composed of an array of interrelated 

human óspacesô, such as the social, the political and the cultural (Knight 1982: 517). 

Similarly, the political geographer Anssi Paasi states: óTerritory is social because people 

inhabit it collectively, it is political because groups fight to preserve or enlarge their space, 

[and] it is cultural because it contains collective memoriesô (Paasi 2009: 124). I am concerned 

with the idea of regions as territories or ófeltô places.  

                                                           
18

 The body of literature regarding region and regionalism is large. Therefore, I will draw upon a few key works 

which are most relevant to this study. See Keating, óEuropeanism and Regionalismô; Knight, óIdentity and 

Territoryô; Paasi, óThe Resurgence of the ñRegionò and ñRegional Identityòô; Painter and Jeffrey, Political 

Geography; Rokkan and Urwin (eds), The Politics of Territorial Identity; Schrijver, Regionalism after 

Regionalisation; and Terlouw, óFrom Thick to Thin Regional Identities?ô.  
19

 The word region in fact derives from the Latin word óregioô which means border or borderline. For more 

information see Schrijver, Regionalism after Regionalisation, pp. 21ï24. 
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 The region as a territory normally refers to two spatial scales, namely supra-national 

and sub-national. The former refers to territories that are larger than states, often comprising 

multiple states within a single, overarching region (for example the European Union, 

henceforth referred to as the EU). The latter refers to smaller territories within states that may 

or may not possess political autonomy. In the middle is always the state and as Paasi argues: 

óIn many cases states have combined forces by establishing regional alliances while 

simultaneously decentralising or devolving some of their power and traditional 

responsibilities for regional development to regional and local institutionsô (ibid. 2009: 125). 

This is contrary to the argument (common during the 1980s and 1990s) that the nation state 

would lose its power as a political structure. Even early French géopolitique scholars were 

debating the future existence of the nation state. Yves Lacoste argued that the nation is 

ósandwiched between external, supranational and global forces and internal, 

regionalist/localist forces of fragmentationô (Hepple 2000: 287). However, it appears that the 

nation state has retained its prominence even amidst supra-national pressures, sub-national 

forces and the globalisation of economic markets. The political scientist Michael Keating 

(1995) argues that by devolving powers to regional territories, nation states can free up 

economic resources. Moreover, by suppressing any underlying separatism, nation states may 

in fact maintain hegemony and national unity (Keating 1995; Terlouw 2012: 707ï708). At 

the supra-national level, creating more regions adds to the competitiveness of a state, 

particularly within the so-called óEurope of the Regionsô (Paasi 2009).  

 

Regionalisation and Regionalism 

The increase in both supra-national and sub-national regions since the 1990s shows that 

globalisation has not resulted in a reduced number of regions. I am concerned primarily with 

sub-national regions. In recent years, notions of regional identity have become more 
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important, something that is particularly evident in the EU. As Paasi (2009) shows, European 

policy is increasingly concerned with regional identity and regional cohesion. Here, regional 

actors have more agency in the European domain. However, regions are not fixed but are 

óinstitutional structures and processes that are perpetually ñbecomingò instead of just 

ñbeingòô (Paasi 2009: 133). I have yet to address exactly how and why sub-national regions 

come into óbeingô. In order to understand the position of flamenco within Andalusian society, 

it is important to understand how regions such as Andalusia gained autonomy.   

 Accordingly, I find it useful to draw upon the work of three geographers in particular 

to understand how regions are formed (Paasi 2009; Schrijver 2006; Terlouw 2012). Schrijver 

defines two interrelated concepts: regionalisation and regionalism. Before addressing 

regionalism, it is necessary to examine the process of regionalisation. In this process, national 

governments decentralise a nation state into regional territories that possess their own 

autonomies. However, regionalisation does not only refer to this process of decentralisation. 

It also refers to the creation of regional institutions and the construction and/or consolidation 

of regional identities. Therefore, the process is carried out by both state institutions and 

regional institutions. In other words, the regional institutions created by the centre, are 

invested with the power to continue the regionalisation process. As Schrijver states: óThe 

creation of regional administrations also means the creation of institutions that create, adapt 

and spread symbols of the regionô (Schrijver 2006: 62). In the ideal federal state (where all 

regions possess similar autonomous powers), the centre will maintain a level of control and a 

sense of a unified national identity while its constitutive regions will have their own 

autonomy.  

Paasi describes the regionalisation process in another way. He refers to this as the 

óinstitutionalisationô of regions (Paasi 2009: 134ï36), a process which occurs over four 

interrelated and continuous stages. First is the óterritorial shapingô of a region where 
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boundaries are defined and the region is distinguished from other spatial units. Normally, 

such territorial distinctions are historical. However, in the process of decentralisation regional 

territories and their borders are defined at an institutional level. Second is ósymbolic shapingô 

which refers to the process where óofficialô regional symbols are used to consolidate a 

regional identity. Here, I argue that culture (and by extension, music) is a crucial way in 

which this process is achieved. Third is óinstitutional shapingô which refers to óthe 

development of informal and formal institutions that are needed to produce and reproduce 

other shapesô (ibid. 2009: 135).These regional institutions are also involved in maintaining 

and in spreading the image and the identity of a region (Schrijver 2006: 61). Finally is the 

óestablishmentô of regions where regional identity is portrayed through various mediums 

(such as the media). This is to consolidate the region as a ósocial factô and to instil regional 

identity as a part of social consciousness. Moreover, the establishment of a region is when it 

is accepted as an autonomous territory at other spatial scales (such as at the supra-national 

level). In a commentary on Paasiôs work, the geographer Kees Terlouw argues: óWhen these 

four shapes interlock they reinforce each other and generate institutionalised regions with a 

strong regional identityô (Terlouw 2012: 709).  

Terlouw goes further by examining the ótypesô of official regional identities that are 

created by administrations as part of this institutionalisation process. In particular, he uses the 

analytical concepts of óthickô and óthinô regional identities to explore the ways in which 

regional governments mobilise regionalism (that is, identification with a region) and increase 

regional competiveness. óThickô regional identities are associated with regions that possess 

long histories and strong identities. They are often harnessed by institutions in constructing 

an óofficialô regional identity based upon a shared culture, a shared history and a fixed 

territory. óThinô identities, however, have more to do with functionality, economic 

development and regional competition. In Europe, óthinô identities are associated with an 



 
 

47 

 

aspiration for greater European integration and the consolidation of foreign relations 

(Terlouw 2012: 709ï12). However, Terlouw argues that these analytical categories should 

not be seen as a dichotomy but as the end points of a continuum (ibid. 2012: 717). Regional 

institutions often mix óthickô and óthinô regional identities. He states: óFor stimulating 

economic development they [regional governments] focus more on thin elements, while thick 

aspects of regional identity are used to mobilise support among the inhabitantsô (ibid. 2012: 

717). I contend that these categories are useful when considering the type of óofficialô identity 

marketed by the Andalusian Government and the role that flamenco plays in this process. 

What instigates the need for decentralisation in the first place? National governments 

may create autonomous regions for various reasons.
20

 On the one hand, the creation of a 

region and the strengthening of regional identity are important for economic development as 

regions compete for resources and private investment (Terlouw 2012: 708). On the other 

hand, the presence of regionalism amongst a citizenry plays an important role in the 

regionalisation/institutionalisation of regions. Schrijver (2006) sees regionalism as distinct 

from regionalisation in that it refers to a group of people who view themselves in relation to a 

particular territorial concept ï the region. In this way, a process of óotheringô occurs where 

citizens of the regional territory create distinctions between óweô (that is, the region) and the 

óotherô (that is, the nation state). Schrijver develops his argument by drawing upon Benedict 

Andersonôs (1983) notion of óimagined communityô. For Anderson: óThe members of even 

the smallest nation will never know most of their fellow-members, meet them, or even hear 

of them, yet in the minds of each lives the image of their communionô (Anderson 1983: 6). 

For Schrijver, regionalism óconceptually overlapsô with nationalism (Schrijver 2006: 49). 

Like in nations, the citizens of regions formulate this óimagined communityô by sharing 
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 These include uneven development, political persuasions and ideological reasons (such as democracy 

following dictatorships). See Jones and Keating (eds), The European Union and the Regions; Paasi, óThe 

Resurgence of the ñRegionò and ñRegional Identityòô; Schrijver, Regionalism after Regionalisation; and 

Terlouw, óFrom Thick to Thin Regional Identities?ô. 
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symbols, histories, traditions (invented or otherwise
21

) and languages that help to construct a 

shared regional identity. However, unlike in nations these shared elements are not necessarily 

deemed as óofficialô symbols of national identity.  

As such, regionalism may emerge when the citizens of a region believe that there are 

socio-cultural, as well as political and economic, disparities between the centre (that is, the 

state) and the periphery (that is, the region). In unitary states where national unity and 

identity are strong, óthe centre will seek to ensure its political and economic dominance 

through an efficacious system of administrative control, and to create unity out of diversity 

through a constant and conscious policy of cultural standardizationô (Rokkan and Urwin 

1982b: 8). However, some regionalisms may take on regionalist or even nationalist forms. In 

the former, citizens of a region may seek autonomous powers and the recognition of a distinct 

regional identity within the nation state. In the latter, citizens of a region may seek to separate 

from the nation state forming an independent nation. The process of regionalisation, then, 

may serve to validate regional identity and to prevent separatist movements from gaining 

social momentum. For many decentralised nation states, the ultimate aim is that regional 

identities are allowed space while not undermining national identity as a whole. As such, 

citizens may identify both with their region and their nation. 

Because of the increase in regionalisms, regional identity has become an important 

element of national and supra-national politics. National governments are increasingly 

concerned with the notion of regional identity vis-à-vis national identity. The EU, too, has 

taken regional identity as an important part of its social cohesion (or regional) policy (Paasi 
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 For information regarding the invention of traditions see Hobsbawm, óIntroduction: Inventing Traditionsô. 

According to the historian Eric Hobsbawm, many of the national traditions with which we are familiar were in 

fact invented during the nineteenth century. Even though these traditions may invoke the distiant past of a 

nation, they are in fact modern traditions that were intimately linked to nationalism.  
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2009).
22

 As Paasi states: óIdentity is [é] understood as a ñsoftò tool, one used by authorities 

worldwide, in the promotion of social cohesion, regional marketing and economic 

developmentô (ibid. 2009: 138). Schrijver (2006), however, argues that while much attention 

has been paid to regionalism and regionalisation, there is little research regarding regionalism 

óafterô regionalisation. Generally speaking, Schrijver believes that regionalism after 

regionalisation has been largely successful in his three cases studies, namely France, Spain 

and the United Kingdom. In Spain, he argues that even though some regions still exhibit 

strong regionalist (or nationalist) tendencies, regionalisation has generally been successful. 

Accordingly, most citizens identify with both their region and their nation. While I agree with 

Schrijverôs conclusion, I wish to bring the discussion to a different spatial scale. If viewed 

within the region itself, the regionalisation process can engender issues regarding identity and 

marginalisation between the smaller spatial units that make up the region. In other words, I 

argue that regionalism may be fragmented by sub-regional and localist trends. Here, the 

centre-periphery model is useful for understanding fragmented readings of regionalism in a 

context such as Andalusia.    

 

Resituating the Centre-Periphery Model 

The work of political geographers such as Paasi, Schrijver and Terlouw is often predicated on 

the centre-periphery model, even if they do not invoke it directly. This model is common in 

political geography and political science. It is used as a theoretical tool to understand the 

distribution of power and of resources at different spatial levels. The centre does not 

necessarily refer to any physical reality but a centre of power (normally the state). This centre 

often homogenises and normalises dominant values. It also controls economic, socio-cultural 

and political resources (Strassoldo 1980). The periphery, then, is a marginalised territory 
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 Also see <http://www.euractiv.com/regional-policy/eu-cohesion-policy-2014-2020-linksdossier-501653> 

[accessed 2 November, 2012]. This policy aims to remove regional disparities across the EUôs regions. This will 

be explored in more detail in Chapter Five.   
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(such as a region) that is subordinate to the centre. The historian Hamilton Stapell (2007) 

argues that the centre-periphery model, and its counterpart óinternal colonisationô,
23

 emerged 

in the 1970s to ódescribe the apparently oppositional character of regionalism and 

nationalismô (Stapell 2007: 172). He believes that because of tensions between the centre 

(through nationalism) and the periphery (through regionalism), óthe ñperipheryò of a nation or 

empire, creates a unique new identity in response to economic exploitation by the centreô 

(ibid. 2007: 172). In addition to the centre-periphery model, internal colonisation refers to the 

way in which a ócentreô perpetuates cultural, political and economic disparities between its 

peripheries. For many scholars, regionalism is best understood as a result of these two models 

(that is, centre-periphery and internal colonisation).  

In the Spanish context, Stapell (2007) argues that the centre-periphery model is 

inadequate. Citing the work of the political scientists Stein Rokkan and Derek Urwin (1982a), 

Stapell believes that scholars have invoked the model to try to understand the emergence of 

sub-ónationalismsô in Spain since the 1970s. Since the transition to democracy in 1978 (and 

indeed since the appearance of regionalism in the late-nineteenth century), Madrid has been 

cast as the guilty óotherô in many regionalist projects. Stapell states: óAs a result [é] the 

centre-periphery model of regional development has become, by default, the standard 

analytical model used to explain the creation of new regional identities after the end of the 

dictatorshipô (Stapell 2007: 171). He argues that Madrid itself (as an autonomous region) 

went through the same process of region-building following the transition with little in the 

way of national sentiment. According to the traditional model, the capital (as a representation 

of the centre) retains a sense of national unity and national identity. For Stapell, this was not 

necessarily the case in Madrid between 1979 and 1986.  
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 The term internal colonisation was first proposed by the sociologist Michael Hechter. See Hechter, Internal 

Colonialism.  
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 I argue that the centre-periphery model is also problematic in the Andalusian context. 

However, unlike Stapell, I do not propose to reject the model altogether. Rather, I wish to re-

situate it in the context of Schrijverôs work, in order to develop my own theoretical 

framework that can be applied to the flamenco context. Following the regionalisation process, 

a new dominant centre can emerge within the periphery. Here, regionalisation may take on a 

óquasi-nationalistô character where the objective of a regional government is to foster a 

unified regional identity. However, citizens may contest the regionalisation process 

particularly where regional identity is weak. Accordingly, regionalisation may be viewed as 

another form of internal colonisation where óofficialô regional identity supersedes all other 

forms of identity. In the Andalusian context, the regionalisation process has in fact 

engendered sub-regionalism in the form of the movement Plataforma por Andalucía Oriental 

(henceforth referred to as the PAO). This movement seeks autonomy for East Andalusia 

while retaining Spanish nationality. This reveals a contested reading of regionalism. Even 

beyond the calls for sub-regional autonomy, the existence of localism also needs to be taken 

into account.
24

 The regional and the local are often conflated, as region vis-à-vis nation is still 

the most predominant syllogism. However, I argue that the local complicates regionalism and 

regionalisation, particularly when institutions attempt to inculcate a unified regional identity. 

I argue that music can help to unravel the polyvalent and the fragmented nature of 

regionalism.   

 

Regionalism and Music 

Music, Identity and Nationalism 

The literature on music and regionalism is limited in ethnomusicology and in its cognate 

disciplines. This may be because the nation state has traditionally been the key focus in 
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 In the context of flamenco, localism will be explored in Chapters Seven, Eight and Nine.  
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ethnomusicological research concerning place-based identities. Some scholars have sought to 

resituate the nation state as an important spatial unit when considering the relationship 

between music and place-based identity (such as Biddle and Knights 2007). This research 

provides a counterpoint to the syllogism between the local and the global in which the nation 

is not the primary focus (such as Corona and Madrid-González 2008). It is possible, then, that 

the region has received less attention due to a preoccupation with national identity and/or 

local identity in music scholarship in recent years. Nonetheless, scholars who have examined 

the relationship between regionalism and music (discussed below) often draw upon a wealth 

of research concerning music and nationalism. Therefore, before addressing music and 

regionalism, I will explore the role of music in place-based identity through the frame of 

nationalism.  

 Music and place-based identity has received much attention in ethnomusicology and 

related disciplines. The important interdisciplinary volume Music, Space and Place addresses 

the many ways in which music óboth as a creative practice and as a form of consumption, 

[é] plays an important role in the narrativization of place, that is, in the way in which people 

define their relationship to local, everyday surroundingsô (Bennett et al. 2004: 2).
25

 By 

acknowledging the ability of music to invoke place, scholars have addressed various related 

themes. These include: the use of music in the dominant constructions of place through 

nationalism (such as Biddle and Knights 2007; Bohlman 2004; Folkestad 2002); the way 

music is used in the contestation and the negotiation of place (such as Emoff 2008; 

McLaughlin and McLoone 2000); and the transcendence of place through deterritorialization, 

globalization and global musical culture (such as Biddle and Knights 2007; Corona and 

Madrid-González 2008; Frith 2000). However, how does music symbolise or construct 

perceptions of place? In what ways does music invest a territory with meaning? Here, it is 
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 Other pertinent sources include Connell and Gibson, Sound Tracks; Leyshon (et al.), óThe Place of Musicô 

and óIntroductionô; and Stokes (ed.), Ethnicity, Identity and Music.   
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necessary to examine literature concerning identity and identification in order to 

contextualise the power of music to invoke place.
26

  

 The term identity is perhaps one of the widest used in ethnomusicology. Even so, 

Timothy Rice has argued that ethnomusicologists óseem to take for granted identity as a 

category of social life and of social analysisô (Rice 2007: 20).
27

 He argues that identity is 

under-theorized within our field. By grounding the term in the wider non-musical literature, 

Rice believes that ethnomusicologists can add ótheoretical moistureô to their óintellectual 

gardenô (Rice 2010: 321). In particular, the work of the cultural theorists Stuart Hall and Paul 

du Gay (and especially their 1996 edited volume, Questions of Cultural Identity) is pertinent 

for ethnomusicology and the discussion here. Hall (1996) uses the term óidentificationô to 

situate identity as a process or a becoming. For him, identity is constructive and fluid. People 

may possess multiple identities that emerge in any given moment or context. Hall contends: 

óIdentities are never unified, and in late modern times, increasingly fragmented and fractured; 

never singular but multiply constructed across different, often intersecting and antagonistic, 

discourses, practices and positionsô (Hall 1996: 4). In the context of my study, this fluid 

model of identity is relevant. In Andalusia, regional identity is often constructed as a fixed 

concept, particularly at an institutional level. I argue, however, that regionalism in Andalusia 

is plural and fragmented. I contend that flamenco is a useful vehicle for examining top-down 

identity building and the negotiation and the contestation of ófeltô identity in Andalusia.  

 The way in which music can create identification with place has received much 

attention in musical scholarship.
28

 Here, I return to Riceôs (2007) examination of the role of 

music in identity building. He proposes that music can reflect or symbolise some 
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 The literature concerning identity is vast and hotly debated. The wider theoretical concern of this study is 

regionalism and the application of political geography to ethnomusicological enquiry. Therefore, I will provide 

a brief overview of the elements of identity theory that are most relevant to this study.  
27

 Also see Rice, óCall and Responseô.  
28

 In particular, two scholars have proposed a fluid concept of identity and music, similar to that of Hall and du 

Gay. See Frith, óMusic and Identityô; and Stokes, óIntroductionô.  
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fixed/essentialised notion of identity. In this way, music is often used by institutions to 

externalise a communal sense of identity. He also refers to a more fluid and plural 

understanding of identity; a conception of identity that is neither static nor essentialised. In 

this sense, subjects may possess various identities. Music can be a vehicle through which 

these identities are constructed as lived experience. Rice concludes by examining what music 

contributes to identity. Here, he outlines four key elements (Rice 2007: 34ï36). First, music 

can give symbolic shape to an existing or perhaps essentialised concept of identity, best 

exemplified in the context of nationalism (see below). Second, music gives people the 

opportunity to share identity, to see each other in action. Third, music gives identity its ófeel 

or affective qualityô (ibid. 2007: 35). Finally, music may also give power to subaltern or 

minority identities (such as gitanos in flamenco). These four perspectives are useful when 

considering the relationship between music and place identification. Music can be used to 

bring a place into being in the minds of its citizens, a process suitably demonstrated in the 

national context.  

 In ethnomusicology, perhaps the most exemplary work on music and nationalism is 

Philip Bohlmanôs study of European musical nationalism. In The Music of European 

Nationalism, Bohlman (2004) identifies two types of musical nationalism: ónationalô music 

and ónationalistô music. óNationalô music can be understood as music that creates a sense of 

belonging to the nation. For those people that identify with the nation, ónationalô music is a 

way of directly experiencing national identity. In Bohlmanôs own words: óMusic, through its 

power of unisonality, will render meaningful the representation of national identity that forms 

when the nationôs past is recast as its presentô (Bohlman 2004: 78). Here, Bohlman invokes 

Andersonôs (1983) term óunisonalityô, referring to the ways in which people experience a 

sense of ótogethernessô (and thus a shared national consciousness), through national cultural 

practices and traditions such as national anthems. For Bohlman, folk music in particular 
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invokes a pure, unchanging national past that is reconstructed in the present. During the 

nineteenth century, folk music was used to engender the óimagined communityô; a sonic 

representation of national identity.  

 Music can also become ónationalistô, where it is appropriated for overtly political 

purposes. In this way, music can be used to ómobiliseô a citizenry, aligning the political 

concept of the state with the cultural concept of the nation. The state may control musical 

production through various means such as conservatories, universities and the media in order 

to demarcate musically a nationôs boundaries. During the nineteenth century, folk music was 

used in an almost geopolitical sense to represent the purity of the nation and to validate a 

stateôs territorial boundaries. Furthermore, during the nineteenth and early-twentieth 

centuries, folk music was appropriated by mostly middle-class art music composers. They 

situated it as ópureô and ónaturalô national folk song in the art music domain. By combining 

the folk with the art, such composers represented the musical prowess and national character 

of a nation state in European culture. These nationalist composers became recognised as 

national musical heroes (whether they had intended to or not).
29

 Beyond the realm of folk and 

art music, the nation can also be realised musically in a number of other overtly ónationalistô 

ways. The national anthem is the most obvious example and provides a suitable way of 

mobilising the nation especially within specific contexts (such as warfare and international 

sports competitions). In addition, Bohlman (2004) argues that military music is another way 

of mobilising the nation and of inculcating national identity.  

 Bohlmanôs differentiation between ónationalô and ónationalistô music echoes the 

constructivist and essentialist conceptions of identity discussed above. óNationalô music 

demonstrates how music is used to construct and to experience national identity from the 

bottom up. In this respect, the musicologist Göran Folkestad argues that music is a way of 
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 For example see Zdzisğaw, óNational Anthemsô.  
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internalising national identity, a process of óinside looking inô (Folkestad 2002: 156). 

óNationalistô music on the other hand, is a form of nation building from the top down, 

externalising national identity through musical appropriation. Folkestad calls this óoutside 

looking inô (ibid. 2002: 156). However, two questions arise that need to be highlighted. First, 

to what extent does the citizenry of a nation state identify with national musics? Second, what 

type of music is used to represent the nation state?   

 The first question has received limited attention, most studies focusing on the top-

down use of music in a nationalist context. However, the way in which musical nationalism is 

received by citizens is important to consider. The Spanish national anthem is a pertinent 

example. The anthem remains without lyrics due to the association of its original lyrics with 

fascism during the Franco regime. Recent attempts to rewrite lyrics for the anthem were 

received negatively, particularly in regions such as Catalonia which is officially recognised as 

a ónationalityô and where there is a strong sense of regional nationalism. However, where 

regionalism is strong in Spain, regional anthems have their own lyrics. The second question is 

important for the context of this study. Very often, the óofficialô musical nationalism of a 

nation state will draw upon elements from the peripheries such as ethnic styles or regional 

styles (see Dawe 2007). This is particularly evident in the Spanish context, where flamenco 

was used during the Franco regime as an icon of a centralised Spanish culture. Where centre-

periphery relations are problematic or where peripheries have more autonomy, the 

appropriation of music can create tensions. Regions may seek to óre-territorialiseô their 

musical traditions (Levin 1993).
30

 In Andalusia, the regional government has sought to re-

territorialise flamenco as a symbol of regional identity. The music scholars Ian Biddle and 

Vanessa Knights touch upon this issue. They argue: óThis process of Andalusianization is 

modelled on those very same nationalist discourses which founded national ideologies in the 
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 In his article, Theodore Levin explores the ways in which institutions in Uzbekistan have re-territorialized 

musical culture after the collapse of the Soviet Union. Although this is in a national context, the same model can 

be applied to a regional context.  
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first placeô (Biddle and Knights 2007: 12). Here, it is necessary to examine music in a 

regional context, to explore how music can be used for regional identification and how it can 

take on nationalist proportions within a region.  

 

Regionalism in Music 

As discussed above, the region has multiple meanings and can refer to a wide array of spatial 

contexts. This overview, however, focuses on sub-national regions that may or may not have 

autonomy within a nation state. The majority of the literature concerning regionalism and 

music examines regions outside of Europe, most notably in South America and India. While 

these areas possess quite different regional systems to those found in Europe, it is useful to 

survey this literature to draw out the key features of the relationship between music and 

regionalism. Studies tend to be influenced by theoretical models concerning nationalism. 

Nonetheless, a number of themes have emerged that correspond with my theoretical 

discussion regarding geography, identity and regionalisation/regionalism. I will examine 

critically these themes, before moving on to develop my own theoretical framework. 

 One theme is the institutional use of music in regional contexts. In an article by the 

cultural geographer Ray Hudson (2006), music is viewed as a tool in the cultural and 

economic regeneration of regions. By exploring various geographical contexts (including 

Cape Breton and the United Kingdom), he examines how music is used to invoke a sense of 

place and identity.
31

 In regions where there has been significant deindustrialisation, Hudson 

argues that music may be used to instigate economic development through tourism and 

through the development of culture industries. However, the process of musical 

institutionalisation may take on nationalist characteristics in a regional context. Accordingly, 
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 In the Greek context, Dawe also examines the ways in which national institutions have drawn upon regional 

and peripheral genres (that is, in Greek regions that border the Balkans) in the consolidation of a national 

musical heritage. In a nod towards the centre-periphery model, Dawe argues: óThe musical periphery is kept at 

the centre of the musical life of many Greeksô. This shares many similarities with the Spanish context and 

flamenco. See Dawe, óRegional Voices in a National Soundscapeô, p. 176. 
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music may be associated with fixed or essentialised conceptions of identity. This may be 

particularly apparent in regions that have gained autonomy and even independence.
32

  

 Other scholars have focused on the use of music in reinforcing regional identity at the 

level of felt experience. Put simply, music becomes an important tool in creating the regional 

óimagined communityô. However, some research has shown that regional musics may come 

to represent the national (both within and outside of the nation). As discussed above, this is 

most certainly true of flamenco where it has been used to construct an óofficialô reading of 

Spanish national identity. In other research, the ethnomusicologist Maria Elizabeth Lucas 

(2000) shows how Guacho regionalism in the southern region of Brazil functions on two 

levels. On the one hand, music is used to carve out a distinct regional identity amongst the 

rural peoples of Brazilôs pastoral southern region. On the other hand, a ónationalisation of the 

regionalô has occurred (Lucas 2000: 44). Here, Gaucho music has become emblematic of an 

idealised, folk óheroô pertinent to Brazilian national identity on a larger scale.    

 Scholars have also explored the role music plays in challenging dominant nationalist 

discourses, particularly in nation states where national identity is strong and/or 

institutionalised. In the Cuban context, Rebecca Bodenheimer (2009) shows how musical 

regionalism goes against the nationalist discourses of unity and socialist egalitarianism. She 

argues: óExpressions of regionalist sentiment further contest the notion of a unified nation 

proclaimed by all Cuban governments during the twentieth century, but particularly the 

Castro regimeô(Bodenheimer 2009: 233). She explores how music (through a textual analysis 

of song lyrics) reflects regional/provincial loyalties, thus informing deeper tensions regarding 

what it means to be Cuban. In a similar vein, the ethnomusicologist Ron Emoff (2008) 

examines how music is used to connect to and to disconnect from France in Marie-Galante, 

an island that belongs to Guadeloupe (an administrative division of France). For Emoff, 
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 For example, the role of music in demarcating Irish national identity following independence has received 

much attention. See Kearney, óCrossing the Riverô; McLaughlin and McLoone, óHybridity and National 

Musicsô; and OôConnell, óMajor Minoritiesô.  
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music plays an integral role in constructing notions of place in a ónon-nationô such as Marie-

Galante.  

 In some contexts, regionalism can be seen as a regressive force. Here, musicians may 

frame their practices in national terms, even if regional variations in style do exist. In his 

doctoral thesis, Jeffrey Michael Grimes (2008) explores this very issue in the context of 

North Indian classical music. He argues that in Hindustani music research, scholars often 

bypass region and regionalism, instead focusing (in his view) on Marxist approaches to such 

issues as patronage. He states that for many musicians and fans, there is a widely-held belief 

that Hindustani music is óprimarily a national tradition with consistency, continuity, and 

coherence that cuts across regional or state boundariesô (Grimes 2008: 37). Grimes believes 

that many musicians are informed by a central stylistic region (which he locates in the 

Ganges) and that they often reject regional styles. This is due to the nationalisation (and 

globalisation) of the tradition, which has standardised performance practices. Moreover, this 

nationalisation has engendered a negative image of regionalism in Indian society. He argues, 

however, that regional variations in style do exist even if musicians themselves conceptualise 

their musical practice according to individual or national terms. Grimes argues that 

ethnomusicological research is particularly useful for uncovering subtle variations in style 

(through musical practice) that reveal deeper social meanings. I found this approach 

particularly useful when trying to unravel the distinction between a local and a regional 

reading of guitar style in my research.  

Some scholars have invoked political geography when considering music and 

regionalism. Also in the Indian context, Fiol (2012) explores the role of popular music in 

articulating regionalist sentiment in Uttarakhand, a regional state in the Indian Himalayas.
33

 

Contrary to Grimes, he believes that regionalism has become a politically and an 
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 Autonomous regions (that is, those territories that have their own governments) in the Federal State of India 

are referred to as óregional statesô in Fiolôs article.  
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economically advantageous policy across much of Asia, including India. He argues that 

federalism in India has been used to balance regionalist and nationalist interests. Like me, 

Fiol refers to the wider body of literature (including political geography) regarding region 

and regionalism in order to frame his analysis. His work primarily addresses regionalism 

rather than regionalisation. He states: óAlthough one aspect of regionalism has to do with the 

organization of the political machinery of the state to ensure administrative expediency, it is 

more fundamentally a process of delineating and maintaining social boundaries between in-

groups and out-groups through a repertoire of shared practices and sentimentsô (Fiol 2012: 

450). While Fiol does briefly address the institutional development of music, his primary 

concern is the affective role of music in constructing regional identity. In particular, he 

explores how popular music played a part in forging regionalist sentiment during a period of 

regional state elections.   

I aim to provide a more balanced understanding of the relationship between 

regionalism and regionalisation, particularly by invoking Schrijverôs argument. Indeed, I 

contend that one of the shortcomings of the research concerning music and regionalism (apart 

perhaps from Fiolôs work) is the lack of theorisation concerning the terms region and 

regionalism. I feel that political geography is a useful point of departure for my research, as 

the discipline has played an integral role in formulating a range of theoretical tools regarding 

the region. Often music researchers treat regionalism as a fixed concept or conflate the 

local/provincial with the regional. Moreover, researchers sometimes fall back upon models of 

nationalism. While sharing many similarities, these models may not necessarily apply to the 

regional context. Finally, much research that examines music and regionalism has focused on 

non-European contexts. When considering place-based identities in Europe, the nation state 

has arguably retained its dominance as the primary spatial unit of analysis. I contend that the 
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region and regionalism deserve more attention when considering musical traditions in 

Europe.   

 

The Theoretical Framework  

Regionalism after Regionalisation and Music 

Throughout this chapter, I have argued for the application of political geography when 

considering the relationship between music and regionalism. While I have sketched some of 

the theoretical models relevant to this relationship, I have yet to state exactly how I intend to 

invoke them in my own research. I argue that the work of Schrijver, Paasi and Terlouw can 

be applied to the institutional development of music in sub-national regions. In the 

regionalisation process, music may feature at the political and/or legal level to foster 

regionalism. In a sense, then, one can speak of the regionalisation of music itself. Music may 

be used to represent a óthickô regional identity (that is, an identity that creates a sense of 

belonging) and a óthinô regional identity (that is, an identity that contributes to economic 

development and international relations). In Andalusia, I argue that the regionalisation of 

flamenco is visible at an institutional level. As I show in Chapter Five,
34

 the inclusion of 

flamenco in the revised Statute of Autonomy (2007) is part of a wider effort to consolidate 

regional identity in the twenty-first century in Andalusia. Moreover, legal instruments (such 

as heritage policies) may be used in some contexts to safeguard musical traditions belonging 

to a region, as is the case in Andalusia.  

 As part of the on-going process of regionalisation, institutions can also be created to 

develop musical traditions that belong to the region. In 2005, the Andalusian Government 

used its autonomous powers to create the Agencia Andaluza para el Desarrollo del Flamenco 

(Eng: Andalusian Agency for the Development of Flamenco, henceforth referred to as the 
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 Chapter Five develops this theoretical framework in much more depth, specifically in relation to the 

regionalisation of flamenco.  
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AADF),
35

 an agency designed specifically for the development of flamenco within and 

outside of Andalusia. This element of the regionalisation process appears to fit with Paasiôs 

notion of institutional shaping. Music may also play a bigger role in existing regional 

institutions such as cultural departments, educational departments and tourism departments. 

Certain musical traditions may also be upheld by institutions to consolidate, to validate and to 

óestablishô (according to Paasi) regions and regional identities. Often, however, institutions 

develop a specific and a sometimes homogenised reading of a musical tradition. Institutions 

may also determine the boundaries of a musical tradition, reflecting Paasiôs notion of 

óterritorialô shaping in the musical domain. In the Andalusian context, the standardisation or 

óregionalisationô of flamenco style may engender negative responses, particularly where 

flamenco reflects alternative place-based identities.   

 In my framework, regionalism is used in much the same may as the research 

examined above. In the context of music, I view it as the process through which the citizens 

of a region use music in their own self-identification. Put simply, music underlines the 

creation of an óimagined communityô at a regional level. In accordance with the literature 

concerning identity formation, music can be used to construct a place as lived experience. In 

other words, for some, experiencing flamenco is experiencing Andalusian-ness. Place and 

identity are invoked at the level of felt experience through an engagement with the flamenco 

tradition (either as producers or as consumers). However, I am more interested in 

problematising the often-fixed correlation of flamenco with regional identity. In Schrijverôs 

terms, regionalism after regionalisation may not always be successful or unified (at least in a 

musical context). I argue that ethnographic research through music helps to reveal alternative 

readings of regionalism.  
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 This later became the Instituto Andaluz del Flamenco (Eng: Andalusian Institute of Flamenco, henceforth 
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 While I acknowledge that flamenco plays an important role in Andalusian regionalism 

and the affirmation of regional identity at the level of felt experience, this is not central to my 

research. Rather, in problematising the regionalisation of flamenco, I reveal a contested and a 

fragmented reading of regionalism in a number of ways. First, I show that regionalism may 

not always align with the regionalisation process. I consider the PAO as a good example of a 

sub-regionalist movement that directly contests Andalusian autonomy and identity. Here, 

flamenco is constructed as both the Andalusian óotherô and conversely as a symbol of an 

óeast-Andalusianô regionalism (see Chapter Six). Second, even when flamenco and 

Andalusian regionalism are aligned, institutional efforts may be viewed as ótooô regionalist or 

institutions may be accused of marginalising the contributions of artists from certain localities 

in Andalusia. Accordingly, I argue that the centre-periphery model is useful in understanding 

supposed marginalisation in the development of flamenco at a regional level (see Chapters 

Six and Seven). Finally, musical localism has emerged as an integral element of regionalism. 

While some conflate the local and the regional, I argue that they are different phenomena. I 

show that musical localism in Granada (through musical context, musical discourse and 

musical style) may serve both to consolidate and to oppose the concept of a unified regional 

identity (see Chapters Eight and Nine).     

However, there are greater forces at work here. Regionalism and regionalisation are 

also influenced by supra-national policies. As discussed above, the EU views sub-national 

regional development as a key component of supra-national politics. In turn, regional 

governments may seek to consolidate a óthinô regional identity by strengthening the presence 

of a region at the European level and by developing the commercial competitiveness of a 

region. Beyond the level of the EU, regions may also be affected by international declarations 

and policies. In the context of music, the recent increase in the importance of international 

heritage policy (such as the safeguarding policies of UNESCO) may have an impact on the 
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regional development of musical traditions. In the flamenco context, this is pertinent. In 

2010, flamenco was recognised as an Intangible Cultural Heritage of Humanity (henceforth 

referred to as ICH) by UNESCO. Although the declaration formally recognises flamenco as a 

Spanish tradition, it will still have a significant effect on the development of flamenco at the 

regional level. Indeed, the impacts of the UNESCO declaration will serve to justify and to 

advance the regionalisation of flamenco. As an example of musical regionalisation, then, I 

will now provide an overview of ICH and music.  

 

Intangible Cultural Heritage and Music 

In recent years, the topics of heritage and safeguarding have become more prominent in 

ethnomusicology. In part, this is related to a resurgence in calls to óprotect and promoteô 

endangered musical cultures that characterised earlier ethnomusicology (Grant 2012: 31). 

Applied ethnomusicology has emerged as a sub-discipline where scholars seek to counteract 

the large ósocio-economic, political and technological shifts of recent decadesô that may 

threaten musical diversity (ibid. 2012: 32). As such, many advocates of applied 

ethnomusicology óargue that the goal of ethnomusicological research not only can but must 

be to make a difference in the lives of its subjectsô (ibid. 2012: 41). This imperative has also 

been influenced by the consolidation of UNESCOôs international heritage policies. In 2003, 

UNESCO approved the Convention for the Safeguarding of Intangible Cultural Heritage 

(henceforth referred to as the Intangible Cultural Heritage Convention or ICHC). The 

Convention was first put into force in 2006 and consisted of two lists, namely the 

Representative List of the Intangible Cultural Heritage of Humanity and the List of Intangible 

Cultural Heritage in Need of Urgent Safeguarding. The ICHC and the earlier Proclamation of 

Masterpieces of the Oral and Intangible Heritage of Humanity (1997, henceforth referred to 
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as the Masterpieces Proclamation) have now recognised a plethora of ICHs worldwide, many 

of which are music and/or dance traditions.
36

  

Numerous debates surround the ICHC, some of which are directly applicable to the 

flamenco context. The cultural anthropologist Richard Kurin (2004) gives a succinct 

overview of these debates. A central issue in the discourse concerning ICH is its definition 

and its recognition. According to Article 2 of the ICHC, ICH is defined as: óThe practices, 

representations, expressions, knowledge, skills ï as well as the instruments, objects, artefacts 

and cultural spaces associated therewith ï that communities, groups and, in some cases, 

individuals recognize as part of their cultural heritageô (UNESCO 2003: 4). As Kurin argues, 

however, this definition is ambiguous and can encompass many practices. He states: 

óRecognizing intangible cultural heritage in terms of the Convention is not that obvious and is 

sometimes befuddlingô (Kurin 2004: 69). In the flamenco context, definitions are particularly 

problematic given that any one flamenco genre (or even a single palo) could be recognised as 

an ICH. I suggest that flamenco is too large a tradition for a single declaration. Many genres 

within flamenco are struggling to find their voice and, as appears to be the case with the 

zambra gitana in Granada, they may disappear altogether. 

 In ethnomusicology, there is a growing body of literature concerning the impact of the 

UNESCO Convention and other national heritage policies on threatened musical traditions 

(Grant 2012; Howard 2012a; Seeger 2009). Keith Howardôs (2012a) edited volume Music as 

Intangible Cultural Heritage is a pertinent example of the literature regarding heritage policy 

from both a national and an international perspective.
37

 The book examines the ways in 

which heritage policies have functioned in four East Asian states (China, Japan, Korea and 
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 For a concise overview of UNESCOôs history and the development of the ICHC see Aikawa, óAn Historical 

Overviewô; Kurin, óSafeguarding Intangible Cultural Heritageô; and Smith and Akagawa (eds), Intangible 

Heritage. In terms of music see Grant, óRethinking Safeguardingô; Howard (ed.), Music as Intangible Cultural 

Heritage; and Seeger, óLessons Learned from the ICTMô.  
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 The volume emerged from a symposium in Sydney in 2010, as well as from Howardôs own involvement in 

heritage policy through his service on the Korean National Committee for UNESCO and ICTM.  
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Taiwan) considering safeguarding efforts in a region that has a long history of heritage 

policy. Howard argues that heritage policy (at least in East Asia) is often dominated by top-

down intervention (Howard 2012b). However, the ICHC stipulates that community 

involvement in safeguarding efforts is part of the criteria for nomination as an ICH 

(UNESCO 2003: 7).
38

 As Anthony Seeger (2009) shows, states must demonstrate (with 

provable evidence) that communities both support and are involved in action plans for 

safeguarding.  

 Seegerôs chapter is particularly important for understanding how UNESCO heritage 

policy functions and the roles and the requirements of states. It is also useful for 

understanding issues arising from the nominations of ICHs. Seeger examines the role of the 

International Council for Traditional Music (henceforth referred to as the ICTM) in the 

anonymous evaluation of nominations for UNESCOôs former Masterpieces Proclamation.
39

 

While the ICHC is an updated convention that supersedes the Masterpieces Proclamation, 

many of Seegerôs conclusions still apply. In his chapter, Seeger discloses eleven lessons 

learned from an analysis of the ICTMôs evaluations of nominations (Seeger 2009: 121ï24). 

One important lesson is that many nominations were guided by nationalist ideologies. He 

argues: óDominant groups within a nation often nominated their own traditions, not those of 

minority groups within their nationsô (ibid. 2009: 121). In the face of westernisation, 

modernisation and the decline in cultural diversity, Howard (2012b) also argues that many 

states use heritage preservation as a way of advancing identity politics. He states: óEfforts to 

preserve can be considered [é] as a nostalgic appeal to hang on to the way things were, or as 

a regionalist or nationalist effort to retain a local, regional or state identity against outside 

infiltrationô (Howard 2012b: 7ï8). I contend that regionalisation is also an integral factor in 

the implementation of heritage policies. While the nomination of flamenco as an ICH was put 
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forward by Spain as a nation state, the impact of the declaration will be felt most keenly at a 

regional level.  

 In Howardôs volume, the ethnomusicologist Matt Gillan (2012) addresses a similar 

issue in the Japanese context. He considers how the Japanese Protection of Cultural 

Properties Law (created in 1950 and a key influence on UNESCOôs own policies) has played 

out in a regional context ï the island of Okinawa. As such, he considers óa region-led 

approach to cultural heritage within the framework of national lawô (Gillan 2012: 213). Here, 

analogies can be drawn with Spainôs own heritage law, Patrimonio Histórico Español (Eng: 

Spanish Historical Heritage). According to law, each autonomous region in Spain can 

identify ICHs for recognition as Bien de Interés Cultural (Eng: Heritage of Cultural Interest, 

henceforth referred to as BIC).
40

 Gillan argues that this top-down heritage law has served 

both to consolidate Okinawaôs óbelongingô to the Japanese nation state and to demarcate 

regional identity vis-à-vis national identity. According to Gillan, Japanese heritage policy 

was used to maintain cultural links between Japan and Okinawa during Okinawaôs political 

separation from Japan due to American occupancy following the Second World War (1945ï

72). However, the heritage law was also used to demarcate regional identity particularly 

through the recognition of the sanshin (a regional instrument), following Okinawaôs óreturnô 

to Japan.  

While Gillanôs research shares similarities with my own, he is only concerned with 

national policy. To the best of my knowledge, there has been no scholarship to date 

addressing the influence of the Masterpieces Proclamation or the ICHC on regional cultural 

policy and music (at least not in the European context). Literature regarding the impacts of 

these policies on local musical communities in Europe is also scant. While the impact of 

flamencoôs recognition as an ICH by UNESCO is not my primary concern, it has had a 
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profound effect upon the regionalisation of flamenco. I argue that the declaration strengthens 

the development of flamenco by the Andalusian Government. Therefore, by examining the 

UNESCO declaration through the prism of regionalisation and regionalism, I contribute to 

the current ethnomusicological literature concerning ICH.
41

  

 

Conclusions  

In this chapter, I have outlined the theoretical perspectives that underline this thesis. Some 

ethnomusicologists are beginning to draw upon geographical paradigms to inform their 

examination of the relationship between music and place. Similarly, geographers have been 

examining music for many years. However, in the majority of this research a political 

geography of music is missing. I argue that political geography is useful when considering 

the relationship between music and regionalism. In particular, I have invoked Schrijverôs 

paradigm of regionalism after regionalisation (along with work by Paasi and Terlouw), 

demonstrating its relevance to music and most specifically to flamenco. On the one hand, 

music may be intimately linked to the regionalisation process where music becomes symbolic 

of a particular vision of regional identity. On the other hand, different readings of regionalism 

may emerge through music that may or may not align with the regionalisation process. Here, 

I have raised certain limitations with Schrijverôs paradigm when it is applied to music. I argue 

that ethnographic research through music reveals the ways in which the regionalisation 

process is received at the level of felt experience.  

At times, the regionalisation process may be received negatively. Here, political 

geography has also proved useful when exploring the ways in which óofficialô representations 

of regional identity are negotiated and disputed. In particular, I have invoked the centre-

periphery model when examining notions of marginalisation and identity in a region such as 

                                                           
41

 In part, my research responds to Seegerôs call for more follow-up studies concerning how UNESCO 

nominations for ICH have been fulfilled by national and/or regional institutions. See Seeger, óLessons Learned 

from the ICTMô, p.125. 
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Andalusia. Finally, I have argued that regionalisation and regionalism are not insular 

processes; they may be influenced by exterior forces. Here, I argue that international 

declarations can affect the development of musical heritage within a region. In particular, I 

have focused on the UNESCO declaration as a pertinent case study, arguing that the 

declaration of flamenco as an ICH will dramatically influence its regionalisation in 

Andalusia. I contend that ethnographic research in Spain has enabled me to reveal certain 

inequalities in and issues with the regionalisation of flamenco. Through this research, I have 

been able to uncover fragmented readings of regionalism through flamenco. In the next 

chapter, I describe the methodological approach that has informed this ethnographic research 

both online and in fieldwork.
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Chapter Three: Methodology 

In this chapter, I present an overview of the methodological framework that informs this 

thesis. Ethnomusicology is normally characterised by an extended period of field research in 

a particular location. While I did conduct fieldwork in Granada, I also expanded my 

methodology to include a lengthy period of virtual ethnography that informs some of my 

findings. The notion of what constitutes field research and the field itself has changed in 

ethnomusicology. In their introduction to Shadows in the Field, Timothy Cooley and Gregory 

Barz comment upon the ways in which researchers now óreinventô the field to suit their needs 

(Cooley and Barz 2008: 12). As such, a new type of fieldwork has emerged where the field is 

no longer a fixed site. As Timothy Rice argues: óThe field is the metaphorical creation of the 

researcherô (Rice 2008: 48). The Internet, then, is a viable context for ethnographic research. 

Accordingly, my ethnographic data is derived from both ótraditionalô field research and 

virtual ethnography. In the words of Christine Hine (a sociologist who specialises in virtual 

ethnography), I have conducted a ómulti-sitedô ethnography (Hine 2008). In this chapter, I 

discuss my research methodology in terms of my virtual ethnography and my ethnographic 

fieldwork in Granada. Drawing upon pertinent scholarship in the social sciences, I examine 

current debates regarding traditional versus virtual ethnographic methods, amongst other 

issues. This theoretical discussion provides a backdrop for an overview of my research with 

the Plataforma por Andalucía Oriental (henceforth referred to as the PAO) and my research 

conducted in Granada (during 2010 and 2012).  

 

Virtual Ethnography: In Theory  

In traditional ethnographic research, the researcher aims óto make explicit the taken-for-

granted and often tacit ways in which people make sense of their livesô (Hine 2000: 5). As a 

departure from traditional ethnography, many ethnographers and social scientists have 
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viewed the Internet as the ónew frontier of our timesô (Costigan 1999: xxiii). They have 

considered whether online settings are viable sites for immersive, ethnographic research. Can 

virtual ethnography allow the same level of socio-cultural immersion that characterises 

traditional ethnography? This question has intrigued researchers since the 1990s. Scholars 

have argued that the Internet is a viable setting in which rich and immersive ethnographic 

research can take place. Many social scientists and ethnographers have translated traditional 

ethnographic methodologies to online contexts (Fielding et al. 2008: 13). In particular, Hineôs 

work has been pivotal both for the development of an online methodology and for the 

acceptance of virtual ethnography in the scholarly domain (Hine 2000, 2008).
 
Hine argues 

that online communities are important contexts for social interactions. In terms of online 

research, she believes that Internet-based ethnography can be understood as óethnography in, 

of and through the virtualô (Hine 2000: 65). The Internet can be a field site in its own right 

(in), an ethnographic object of study itself (of) and a vehicle through which wider socio-

cultural issues are addressed (through). In this thesis, virtual ethnography óinô the Internet 

becomes a way óthroughô which I examine responses to the regionalisation of flamenco by 

members of the PAO.  

 

The Geography of Ethnography: Online Communities 

For the Internet to be a suitable site for ethnographic research, a case needs to be made for its 

ability to create and to sustain social communities. A common criticism of virtual 

ethnography is that the Internet cannot provide contexts that are similar to óreal-lifeô 

communities. The question remains: how can the Internet, as such a global medium, be a site 

for the traditionally óbounded physical locationsô suitable for ethnographic research? (Hine 

2000: 58). The Internet is characterised by endless global flows of information and dislocated 

geographies. However, it does have the ability to create ósocial tiesô where users interact and 
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form relationships in ways similar to their offline social lives (Sade-Beck 2004: 46). As René 

Lysloff (2003) shows in his study of online musical communities, even if online social 

networks are spread across geographical and social spaces, they may still constitute 

communities. His work demonstrates that these communities share similar social structures to 

óreal-lifeô communities, even if their location is dislocated. In his own words: óIt is the 

context of online communities that might be virtual (or electronic, or cyber, or whatever), not 

the sets of social relationships such collectivities engenderô (Lysloff 2003: 257). Lysloff 

argues that online communities possess insider/outsider distinctions, social hierarchies, tacit 

conventions and rules of play; all characteristics of óreal-lifeô communities (ibid. 2003: 256ï

57). In some online contexts, the Internet may actually be a site in which local geographies 

and identities are articulated. The forums on the PAOôs website provide a context through 

which members can articulate their identity as East Andalusians, thus contesting cultural 

homogenisation in Andalusia.  

 Lysloff believes that Internet communities can articulate óimagined communitiesô 

(Anderson 1983) just as readily as órealô communities (Lysloff 2003: 244). In fact, the 

distinction between online and offline social interactions may be unfounded. Hine believes 

that a distinction between órealô and óvirtualô ethnographies may not even be necessary. She 

contends that online communities may be closely intertwined with everyday contexts and 

identities (Hine 2008). In fact, some ethnographers combine online and offline methodologies 

(sometimes even with the same informants) in order to add depth to their ethnographic 

analysis.
1
 Nonetheless, even if the Internet is to be accepted as a site for social interaction 

akin to óreal-lifeô communities, there are still a number of issues that need to be addressed 

when utilising online methodologies vis-á-vis traditional methodologies. 

 

 

                                                           
1
 For a discussion of this methodological process see Sade-Beck, óInternet Ethnographyô.  
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Traditional Ethnography versus Virtual Ethnography 

One of the key issues regarding virtual ethnography is the óauthenticityô of a researcherôs 

ethnographic experience. Traditional ethnography is normally associated with travel to a 

particular location and a lengthy period of immersion within a particular socio-cultural 

environment. In this way, the ethnographer is able to engage with his/her research informants 

through methods such as face-to-face interaction, participation-observation and linguistic 

development. Critics of virtual ethnography question how online contexts can provide 

ethnographers with such rich research material. Pro-virtual ethnographers argue, however, 

that online settings do provide a suitable site for immersive ethnographic research (Hine 

2000, 2008; Lysloff 2003; Sade-Beck 2004). Hine argues: óVisiting the Internet focuses on 

experiential rather than physical displacementô (Hine 2000: 45). This argument is developed 

further by Lysloff (2003). He shows that virtual ethnography can involve lengthy periods of 

time immersed in a research context. Here, researchers may utilise typical ethnographic 

methods such as observation (that is, of forum/chat room discussions), conversations, 

interviewing, questionnaires and ófield notesô (Lysloff 2003: 234).
2
 They may also be 

required to learn technical processes (pertaining to the Internet context) and to develop 

linguistic skills. Despite the similarities between traditional and virtual ethnography, there are 

two fundamental differences that need to be taken into consideration: time-lapse and the 

textual nature of virtual ethnography. 

 With regards to time-lapse, virtual ethnography takes place according to different 

temporal conditions than traditional ethnography. An ethnographer is normally accustomed to 

óreal-timeô events taking place within the research context. However, this is not always the 

case in virtual ethnography. Instead, ethnographers participate in both asynchronous research 

                                                           
2
 In terms of online field notes, it is important to recognise that virtual ethnographers will produce field notes in 

much the same way as órealô ethnographers. In some instances, these field notes may even become public 

through blogs and thus accessible to the research subjects, adding to the reflexivity of the research. See Gasier, 

óOnline Focus Groupsô.  
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and synchronous research. In asynchronous research, the researcher may be involved in 

forums or message-boards where ethnographic material occurs and is gathered over a long 

period of time. Ethnographers can even engage with these events after they have happened. 

As Hine states: ó[The] ethnographer and participants no longer need to share the same time 

frameô (Hine 2000: 23). Ethnographers can immerse themselves in past material (such as 

forum óthreadsô or messages) as a part of the ethnographic process, which informs the 

questions they ask. In terms of synchronous research (that is, instant research óeventsô), 

interviews and participatory research similar to traditional ethnography do also occur on the 

Internet. This includes instant-messaging, social networking sites such as Facebook, chat 

rooms and even face-to-face interactions through video conferencing programmes such as 

Skype.  

 The second fundamental difference between virtual ethnography and traditional 

ethnography is the textual basis of Internet research. Rather than engaging in face-to-face 

interactions with research informants, the ethnographer must interact with texts (as the voice 

of the informants). The virtual ethnographerôs reliance on text is often seen as one of the 

downfalls of online methodologies, because the subtleties of face-to-face social interaction 

(such as facial expression and gesture) are lost. There are a couple of key counter-arguments 

here. First, with current technological advancements visual interactions are possible through 

tools such as Skype. Moreover, in an ethnomusicological context the ease with which media 

such as video and audio can be shared via the Internet, means textual forms of 

communication are supplemented with other materials. Second, even if text still forms the 

basis of much virtual ethnography, Internet users worldwide have formulated a vast 

vocabulary of textual ógesturesô that are intended to replace visual gestures. As such, Internet-

based textual interactions can take on some of the visual gestures that make órealô 

ethnographies so rich. I do not argue that Internet-based interactions can replace the richness 
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of face-to-face interactions. Rather, I contend that the text-based nature of virtual 

ethnography should not be seen as a downfall, but a difference. Deeper levels of meaning can 

be ascribed to textual interactions. In fact, it is possible that informants express themselves 

more óopenlyô through text than they might in a face-to-face situation.  

 Like in traditional ethnography, virtual research also involves participant-observation. 

Indeed, the distinction between participation and observation in an online setting may be 

more apparent than in traditional ethnography. In an Internet context, the researcher can 

ólurkô in the background and observe the interactions of informants without them ever 

knowing (Cavanagh 1999). However, this does raise certain methodological issues such as 

how and when the researcher should announce his/her presence. óLurkingô is similar to 

observation in the órealô ethnographic setting, only that the researcher is far more concealed 

online. As such, this form of ócovertô ethnography carries with it certain ethical implications 

(discussed below). The virtual ethnographer also needs to participate in the online 

interactions that make up the virtual social life of his/her informants. In a similar way to 

órealô ethnography, researchers must become aware of the virtual environment and how to 

operate within that environment (both technically, in terms of the use of interactive tools, and 

socially, in terms of online etiquette and social conventions). This necessitates a certain level 

of reflexivity as researchers get to grips with Internet participation. Ethnographers need to 

examine critically their own practice and their role as researchers in the online setting. 

A criticism of virtual ethnography is that the óauthenticityô of research informants 

cannot be validated in online settings, both in terms of their identity and the trustworthiness 

of their information. People who use online social media may engage in óidentity-playô where 

they alter their online identity according to the context and the members present. Therefore, 

the researcher can never be entirely sure of the identity of his/her informants. The fluidity of 

the Internet-óselfô may impede research findings (Cavanagh 1999). Furthermore, online 
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information may be less accurate as people are able to spend more time formulating their 

answers as a way of deceiving the researcher. (This of course works the other way and may 

actually provide an opportunity for informants to present more accurate information.) 

Nonetheless, as Hine (2008) argues issues of trust and identity are just as problematic in the 

órealô ethnographic environment; informants are just as likely to deceive the researcher. The 

issue of trust also applies to the researcher because, just like in traditional ethnography, 

informants need to feel comfortable with the researcher and his/her objectives. 

The role of the Internet in identity formation also brings with it certain benefits for the 

researcher. Internet communities can be sites through which the self and self-identification 

are constructed and affirmed, as is the case with the PAO. The ethnographer Liav Sade-Beck 

argues that the Internet can be a site that óenables users to freely express emotions and reach a 

high level of self-disclosureô (Sade-Beck 2004: 46). The ethnographer Robert Jones 

underscores this argument by stating: óMuch of the sense of liberation experienced by 

subjects in electronic communities is derived from the experience of revealing both less and 

more of themselves, and being able to control ï to an extent that is itself frequently illusory ï 

what and how much is revealed and/or held backô (Jones 1994: 33). Therefore, while Internet 

users may engage in óidentity-playô as a way of concealing the self or deceiving the 

researcher, they may also use the Internet as a medium through which they can affirm self-

identity and thus give a ótruerô representation of the self.   

 

The Ethics of Virtual Ethnography  

Another issue in virtual ethnography is the application of traditional research ethics to online 

settings. The Internet ethnographers Rebecca Eynon et al. (2008) argue that there has been a 

general convergence of opinion that online research ethics are compatible with traditional 

research ethics. Ultimately, like with any research context, Internet researchers must adapt 
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their ethical framework according to the specifics of their virtual ófield-siteô (Ess 2002). That 

being said, there are a couple of issues that arise when conducting virtual ethnography, which 

may present the researcher with ethical considerations. 

 Unlike in traditional field research, the virtual ethnographer has an immediate 

difficulty in discerning whether a virtual field-site is public or private. In a órealô setting, this 

distinction is normally apparent. The researcher will follow conventional ethical assumptions 

that information can be recorded (in whatever medium that may be) in a public setting as long 

as anyone present is not identifiable (ibid. 2002). The researcher can clearly distinguish 

between observational research in public settings and face-to-face interaction in private 

contexts where informed consent is required. The distinction online is not so apparent. As the 

sociologist Alison Cavanagh argues: óCan we justifiably regard online interactions on bulletin 

boards, mailing lists and in chat rooms as ñpublic statusò or do they constitute, as others may 

argue, a form of private conversation which is embedded within a public space?ô (Cavanagh 

1999: online). The researcher needs to acknowledge that even though forums or chat rooms 

are technically public spaces, for members such online spaces may ófeelô like private 

communities. As such, the researcher must be sensitive to this issue and adapt to the 

particulars of each research context (ibid. 1999). 

 By extension, another important ethical issue is when (or even if) researchers should 

announce their presence. If researchers do announce their presence, how should they 

negotiate informed consent? If Internet communities regard their spaces as private and if 

online contexts are órealô enough for ethnography, then they are órealô enough for people to 

feel that their privacy is infringed if a researcherôs presence remains unknown (Hine 2000: 

23). If researchers are just involved in discourse analysis through observation, then arguably 

they do not need to announce their presence, as is the case in traditional ethnography. I argue, 

however, that even here researchers should make their informants aware of their presence. If, 
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like in my methodology, researchers participate in online interactions (such as through 

forums, email and chat rooms) then they must announce their presence and obtain some sort 

of informed consent. For researchers to engage with online communities without announcing 

their role or without advising informants of the nature of the research would pose ethical 

issues (Hine 2008).  

 

Virtual Ethnography in Ethnomusicology 

Having outlined some of the theoretical, methodological and ethical considerations associated 

with virtual ethnography, I will examine how this methodology has been adopted in 

ethnomusicology. The literature regarding both the relevance of the Internet to 

ethnomusicological research and virtual ethnography as a method is limited despite a couple 

of recent exceptions.
3
 Suzel Ana Reily, for example, argues that as ethnomusicologists ówe 

must reflect seriously and critically on how it [the Internet] might be used as a research tool, 

as a sphere for the dissemination of research findings and as an aid in the teaching and 

learning of ethnomusicologyô (Reily 2003: 187). Reilyôs article examines the ways in which 

the Internet can be used to disseminate research information to informants, thus closing the 

gap between the researcher and the researched. This allows for the ódemocratisationô of 

research findings. However, Reily does not examine virtual ethnography nor does she 

consider the ways in which the Internet can be used to gain important ethnographic 

information.  

Lysloffôs article (discussed above) does examine what he calls óvirtual 

ethnomusicologyô (Lysloff 2003: 234). He explores how online musical communities are 

established on the Internet, discussing the ways in which he conducted ethnographic research 

regarding these communities. His informants were electronic music composers and fans who 

                                                           
3
 Mention must be made of the British Forum for Ethnomusicologyôs recent annual conference (in conjunction 

with ICTM Ireland), óEthnomusicology in the Digital Ageô at Queenôs University Belfast (4ï7 April, 2013).  
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created entirely computer-based compositions called óModsô. Lysloff argues that virtual 

ethnography in ethnomusicology is just as viable a method as traditional ethnography. In 

discussing his online research process vis-á-vis his traditional research in Java he states: óIn 

fact, in many respects, my research tools were not all that different from those used in 

classical field research: participant-observation, interviews, documentation, and so forth. 

Moreover, this fieldwork was as time consuming and intellectually demanding as any other 

ethnographic project I have doneô (ibid. 2003: 234). Lysloff went through a process of 

óenculturationô, learning the musical ólanguageô and adopting linguistic capabilities peculiar 

to the Internet in general and his community in particular. More recent is Cooleyôs et al. 

(2008) chapter concerning virtual fieldwork in ethnomusicology. Here, three 

ethnomusicologists discuss their online methodologies in three distinct cases studies. While 

the chapter addresses virtual ethnography in practice, it does not contextualise virtual 

ethnography in theory (discussed above). Despite these contributions, the place of virtual 

ethnography in ethnomusicology is understudied. I hope that this thesis, and the research 

methodologies informing my research, will add to a greater recognition of the Internet as an 

important ethnographic (not purely archival) research tool. 

 

Virtual Ethnography: In Practice  

Discovering the Plataforma por Andalucía Oriental 

In this section, I discuss my virtual ethnography with the PAO, exploring how I negotiated 

some of the issues associated with online methodologies. My discovery of the PAO was by 

way of a lucky accident. Early on in my research, I conducted a generic online search with 

the ócatch-allô phrase óel flamenco y la identidad regionalô (Eng: óflamenco and regional 

identityô). Near the top of the search results appeared a link to a forum called El flamenco 
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¿algo nuestro? (Eng: Flamenco, something of ours?).
4
 Intrigued, I followed the link to one of 

the PAOôs many forums. This forum had been running for nearly five years, with members 

discussing the correlation of flamenco with identity in East Andalusia and notions of cultural 

homogenisation. I decided that I could contribute to the wider methodological literature by 

conducting a virtual ethnography of this forum. However, this small contribution to the 

methodological literature in ethnomusicology is not an óendô in itself. Rather, research with 

the PAO has helped me to examine disputed notions of Andalusian identity through 

flamenco. 

Once I had decided to conduct online research, a more practical reason for my choice 

became apparent. On the PAOôs website, I had discovered what is essentially a 

geographically-bounded community consolidating its identity through the Internet. The 

PAOôs website exists on a geographically-ódislocatedô space (that is, the Internet). However, 

it helps to invoke the óimagined communityô of a geographically-ólocatedô place (that is, East 

Andalusia) by providing a site in which individuals can share a collective sense of identity. 

The website also offers a format for the political mobilisation of a group of people who 

contest Andalusian autonomy. Given the small size of this movement, where else was I to 

uncover such a wealth of information? I realised that to find these members in the órealô 

world would be difficult. By conducting research online with this group, not only could I 

locate my informants all in one place, but I also gained important contacts for my 

ethnographic research in Granada. Issues of óidentity-playô and the óauthenticityô of responses 

from informants were also limited given that this community had existed for some time. 

Moreover, some of my research questions were already addressed in the forums.  

 To contextualise my virtual ethnography, I will give a brief outline of the structure of 

the PAOôs website and its forums. The main website itself is a hub of information for 

                                                           
4
Available online: <http://www.andaluciaoriental.es/foro/> [accessed 7 January, 2013]. This is the link for the 

PAOôs forum homepage. 
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members, sympathisers and those generally interested in the platform. Various opinion pieces 

and news items are regularly posted on the homepage. In addition, there is a wealth of 

permanent information available including the history of East Andalusia and east-Andalusian 

regionalism. There are also detailed accounts of the ideological position of the platform and 

the reasons for seeking autonomy for East Andalusia. The website also hosts a large selection 

of public forums containing óthreadsô (that is, topics of discussion) for a number of different 

themes pertinent to the platform.
5
 In order to contribute to these forum discussions, one must 

first register as a member. Once registered, membership enables a user to post messages in 

any of the forums and to email privately other members.  

 

Entering the Plataforma por Andalucía Oriental 

Prior to participating in the forums, distributing questionnaires and conducting online 

interviews, there were a number of processes I went through to prepare for the research. I 

created my own bi-lingual (English and Spanish) website as a hub for my online research.
6
 

This was devised to provide members with more information regarding my aims and my 

background. The site includes biographical information, academic information, an overview 

of my research, links to flamenco websites, relevant videos, a contact page and a comments 

page. In addition, I embedded a generic questionnaire (see Appendix D) into the website that 

could be easily accessed and completed by respondents. All completed questionnaires came 

directly to my email inbox as well as being stored on a separate online account.
7
 There were 

limitations with the website, however. Aside from people completing the questionnaire, there 

was little activity on the website. I had hoped that it would provide a context for debates to 

                                                           
5
 These are organised into eight categories: current regionalism, history, logical administration, economy, 

infrastructure, Sevillian centralisation, the aberration of andalucismo (Eng: Andalusian regionalism, see Chapter 

Four) and culture. 
6
 Available online: <www.matthewmachin.moonfruit.com> [accessed 5 May, 2013]. Moonfruit is an enterprise 

offering free, easy-to-use templates for websites.  
7
 For the questionnaire I used the website, <www.jotform.com> [accessed 5 May, 2013]. This website provides 

questionnaire templates, storage space and an instant email system for when questionnaires have been 

completed.  
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continue beyond the PAOôs website. However, despite including a comments section (with 

the intention being to create my own forum) there was no activity. Nonetheless, it still 

provided information for any informant who wanted to understand my research and/or assess 

my validity as a researcher.  

Once the website was in place and once the questionnaire was functioning, I was 

ready to commence my virtual ethnography. Prior to my own participation in the forums, I 

conducted a period of observational research where I analysed some of the forums on the 

website, particularly El flamenco ¿algo nuestro?. With reference to the methodological 

literature discussed above, I was, in a sense, ólurkingô in the background in order to glean 

information ï an act that necessitates ethical reflection. I argue that my observational research 

was not an ethical concern as I intended to participate in the forum at a later date. Moreover, 

the forums on the website are entirely public. This observational period actually proved vital 

for a number of reasons. First, it enabled me to gain a greater understanding of the discourses 

surrounding flamenco in the forums and a greater background knowledge of the ideological 

views of members of the PAO. Second, it enabled me to identify possible informants for later 

interviews ï namely, members that frequently posted in the forums. Third, I began to learn 

the órules of playô so to speak, including the etiquette necessary for participation in the 

forums.    

Once I had gathered my observational data, my next stage was to contact the forum 

administrator to seek permission for conducting participatory research. After registering as a 

member, I compiled an introductory email (see Appendix E) that stipulated my research 

interests and the methods that I intended to use. It also included information regarding the 

possible use of material in publication. After a short time, I received a confirmation that I was 

able to conduct my research. In fact, the administrator was actually grateful for my work. I 

then proceeded to post a similar introductory statement in the Flamenco ¿algo nuestro? 
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forum, which seemed the most suitable place to begin the ethnography. This statement 

outlined my research aims and gave a link to my website with information regarding the 

questionnaire. There was also a statement regarding the use of research material (for this 

thesis and future publications) and the anonymity of the names of members.  

 

Unravelling the Plataforma por Andalucía Oriental 

My research on the PAOôs website was conducted in a number of ways. The large majority of 

my data was gained from participation in the forums. As discussed, I began my research in 

the Flamenco ¿algo nuestro? forum and this was where I óspentô most of my time. However, 

as I began to unravel discourses in this forum I was directed by members to other forums. In 

particular, I had brief involvement in the forums Música popular de nuestra región (Eng: 

Popular Music of our Region) and El trovo se mantiene vivo (Eng: The Trovo is Still Alive).
8
 

After my initial post in the forum, there was a flurry of activity with various people 

responding to my introduction. From here, I followed the debates and discussions that 

unfolded, interjecting with a post where necessary. The flexibility of these forums also 

enabled me (and other members) to post links to websites, videos or audio recordings. This, I 

argue, added to the richness of the data I received as it allowed me to interrogate notions of 

style and genre by posting relevant audiovisual material. In a sense, a type of óplaybackô 

interview occurred over a prolonged period of time.  

 My participation in the forums was supplemented by email interactions and 

questionnaire data. In terms of the former, I had some extended email óconversationsô with 

certain members through my own personal email or through the email system on the PAOôs 

website. In terms of the latter, my collection of completed questionnaires proved to be a vital 

source of data. I emailed every member I could find who was (or had been) active on the 

                                                           
8
 The trovo is a form of folk music that originated in East Andalusia, specifically in Granada and Almería (see 

Chapter Six).  
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forums. In total, I contacted 163 members inviting them to complete the questionnaire. I 

received 35 completed questionnaires in total, a handful of which came from non-members 

who accidentally ódiscoveredô the forum or from friends of members of the PAO. As well as 

asking for demographic information (such as sex, age, ethnicity and profession),
9
 I asked a 

number of open-ended, qualitative-style questions to glean responses regarding the 

institutionalisation of flamenco and its relationship with Andalusian identity.
10

  

 In terms of my synchronous research (discussed above), I had wanted to conduct a 

number of online interviews through an instant messaging website. Here, one can design 

oneôs own virtual óinterview roomô and invite people to populate it. In this way, an online 

interview can take place with no possibility of other people entering and thus a completely 

private space is created. While I asked numerous members whether they wanted to carry out 

an online interview, in the end, I only managed to conduct two. I think this was partly due to 

issues of time as many members found it difficult to arrange a suitable moment to conduct an 

interview. It is also possible, given the age of many of the members, that some felt 

uncomfortable conducting interviews over the Internet. Nonetheless, the two interviews I was 

able to complete were successful and added richness to the ethnographic data gleaned from 

participation in the forums and the completed questionnaires.    

 Throughout my period of virtual ethnography on the PAOôs website, I was exposed to 

some of the benefits and the difficulties in conducting this type of research. In many respects, 

I found that my virtual ethnography was similar to traditional field research. I was involved in 

a similar process of introduction, observation and participation, stages that generated a wealth 

of data similar to traditional ethnography. In order to record my experiences, observations 

                                                           
9
 I did not ask for names, so all respondents remained anonymous unless I was requested otherwise.  

10
 Out of the 35 responses, 31 were male and 27 were aged between 20 and 50. The majority of respondents 

occupied middle-class professions (such as teachers or civil servants) and there were six students who 

completed the questionnaire. Nearly all of the respondents came from East Andalusia with all three provinces 

(Almería, Granada and Jaén) being represented. A handful lived in other Andalusian or Spanish locations such 

as Córdoba, Madrid or Málaga even though they were still born in East Andalusia.  
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and thoughts, I maintained a log of forum responses as well as ófield notesô in much the same 

way as one would in a traditional field setting. The largely asynchronous nature of the 

research also allowed me to reflect more closely on the data I was gathering, a benefit when 

compared with traditional field research. For example, in the forums I was able to think more 

carefully about my responses, effectively interpreting the forum posts as I conducted the 

research. Therefore, through my own posts and field notes, my research experiences and my 

interpretation of these experiences often occurred at the same time (see Barz 2008). Another 

similarity with traditional field research was linguistic development. I was required to 

develop my linguistic capability quickly in order to meet the demands of the research context. 

On the PAO I was able to develop my level of literary Spanish. Furthermore, involvement in 

the forums was particularly beneficial for my field research in Granada, as it enabled me to 

develop the vocabulary necessary for my interviews in the field.   

 There were certain difficulties when conducting research on the PAOôs forums. While 

overall the amount of activity on the forums was high, there were occasions when I struggled 

to receive any responses or occasions when the participation of members in discussions was 

very low. This is unfortunately one of the hindrances of virtual ethnography. Despite a 

researcherôs best efforts, there can be a lot of ówaiting aroundô for activity to occur. Another 

difficulty in the research was how I constructed my forum posts. When responding to the 

posts of other members, I would sometimes create large posts with a number of interrelated 

questions rather than many individual posts with single questions. This meant that in some of 

the responses I received there were questions that remained unanswered. Moreover, as other 

posts emerged, my previous posts (and the questions they contained) were not immediately 

visible when viewing the forum page. This is, unfortunately, one of the vagaries of 

ethnography on forums and needs to be taken into consideration when conducting this kind of 
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research. Nonetheless, my virtual ethnography on the PAOôs website was productive and 

generated a wealth of data, some of which informed my field research in Granada.      

 

Field Research in Granada 

Preparing for the Field 

My virtual ethnography enabled me to analyse critically the relationship between flamenco 

and regionalism, informing my fieldwork in Granada. My interactions with members of the 

PAO allowed me to examine the reception of flamenco by non-musicians. The findings from 

this research helped me to formulate questions regarding the regionalisation of flamenco. On 

the forums, a number of narratives emerged such as musical centralisation in Seville, cultural 

hegemony and negative reactions towards the institutionalisation of flamenco. In part, these 

narratives influenced my research objectives in Granada. I wanted to examine how such 

narratives played out in a specific flamenco community. Moreover, I sought to use these 

narratives to interrogate the relationship between flamenco and Andalusian regionalism in a 

local context. My main period of field research in Granada was between the end of January 

and mid-May 2012. This research was preceded by a period of preparation in three areas, 

namely linguistic skills, contact with informants and flamenco guitar lessons.   

 In terms of my language skills, there were a number of measures I took to develop my 

competence in Spanish. I had one-to-one lessons throughout the duration of my PhD to 

advance my grammatical knowledge of the language and my reading/writing skills. 

Moreover, I supplemented these lessons with a group course in Cardiff to strengthen my 

conversation and comprehension skills. However, I felt that I needed to increase further my 

linguistic competency and confidence. Accordingly, I attended a month-long intensive 

language course in Granada (July 2010). Here, I lived with a Spanish ómotherô and took daily 

classes at a local language school. This intensive immersion in the language meant that my 
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linguistic ability increased rapidly to a level that I felt was sufficient for ethnographic 

research. In particular, I also grew more accustomed to the Andalusian dialect.
11

 Andalusia is 

renowned for its very distinctive form of Castilian Spanish, which is heavily accented and 

often faster than the forms of speech found in other regions. This period in Granada also 

enabled me to experience cultural life in the city and to conduct preliminary field research. 

As such, I took flamenco guitar lessons and began to map the flamenco scene by attending 

concerts in different contexts.   

My preliminary field research also took place at home. Prior to my main period of 

fieldwork in Granada (2012), I developed a list of contacts; people who would ultimately turn 

out to be my informants. Initially, this process began with members of the PAO through my 

online research. In Granada, I aimed to learn more about the platformôs ideologies and to 

elicit more views regarding the relationship between flamenco and Andalusian identity. 

Accordingly, I gathered contact information and arranged meetings with members before 

travelling to Spain. This meant that I could begin my research straight away upon arrival. In 

doing so, I expanded my contact base within a shorter period of time. Beyond the context of 

the PAO, I also arranged guitar lessons with Rafael (Rafa) Hoces Ortega prior to my arrival 

in Granada.
12

 Here, I had an immediate contact through whom I could take lessons and be 

introduced to more people. 

In terms of my musical competence, I took regular guitar lessons with Cuffy 

Cuthbertson in Bristol. I felt that a sound knowledge of flamenco guitar performance would 

prove vital for my research in Granada. These lessons enabled me to develop a good 

knowledge of the musical materials of flamenco. As such, I felt I would be able to converse 

more easily with my informants (many of whom were knowledgeable performers, 

                                                           
11

 It is important to note that I use the notion of an Andalusian dialect as a gloss. There are, in fact, numerous 

differences in speech throughout the region. While one can deduce certain distinguishing linguistic features 

across Andalusia, each locality (even in Granada itself) often possesses different variations of the regional 

dialect. 
12

 Rafael preferred to be called Rafa by friends, so I will refer to him by this name.  
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aficionados and/or educators) about intricate issues of guitar technique and style. Put simply, 

I hoped that a knowledge of the guitar would help me to ófit inô more easily. My lessons in 

flamenco guitar also meant that I was able to develop the technical faculties necessary to 

perform at a competent level before arriving in Spain. This was particularly important as I 

wanted to uncover notions of a local guitar style in the flamenco community of Granada. By 

having a prior knowledge of guitar performance before arriving in Granada, I felt that I was 

ready to attempt the more difficult elements of local style without having to start from the 

óbeginningô.  

 

Flamenco Guitar Lessons in Granada 

For comparative purposes, I wanted to find two guitar teachers when I arrived in Granada.  

This choice was guided by two criteria. First, I hoped that by choosing two well-positioned 

guitarists I could increase my ópoolô of contacts, thus opening up more ethnographic 

opportunities. Second, I wanted to discover concepts of local style in guitar performance. It 

turns out that the guitarists I chose offered two completely distinct interpretations of 

flamenco guitar style. My lessons with Rafa had already been organised in advance 

(discussed above) and commenced soon after my arrival in Granada. However, I did not 

select my second teacher prior to my fieldwork. This was because I wanted to find a teacher 

closely connected to the local community. I met my second teacher (Melchor Córdoba 

Santiago) at a flamenco club called the Peña la Platería (discussed below, henceforth referred 

to as the Plater²a) after seeing him perform live. Following Melchorôs astounding 

performance, I talked to some aficionados at the club about his style of playing. Some 

members of the Platería viewed Melchor as a locally-valued performer who would lead me in 

the direction of a local guitar style (an assumption that, in part, turned out to be true). I also 
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had a single lesson with Antonio Heredia, a guitarist who is still involved in the performance 

of the rare zambra gitana.
13

   

 Rafa and Melchor offered distinct contributions to my ethnographic research and my 

lessons with each artist were very different.
14

 Rafa has many years of teaching experience 

and an academic background, having completed his doctorate in flamenco studies in Seville. 

He is also a guitar teacher at the Conservatorio Profesional de Música Ángel Barrios (Eng: 

Professional Conservatoire of Music Ángel Barrios).
15

 Arguably, Rafa represents a regional 

understanding of the flamenco guitar. He is well connected to the wider Andalusian scene 

both in terms of performance and in terms of education. In our lessons, Rafa was a flexible 

teacher who allowed me to dictate the course of my own learning. I decided what palos I 

wanted to learn, while he focused on developing my technique and my overall knowledge. He 

also possessed a sound understanding of music theory and notation which helped me to 

appreciate what I was learning from a theoretical perspective. Moreover, our lessons often 

consisted of lengthy conversations concerning style and technique. These lessons were useful 

for broadening my general knowledge of flamenco and they helped me to understand his 

approach to flamenco education. However, his academic background meant that at times it 

was difficult to ascertain his ósubjectiveô views on certain matters. In particular, he treated 

flamenco as an art form suitable for rigorous and óscientificô musicological study. This view 

sometimes conflicted with my research concerns regarding regionalism, identity and the 

notion of a local style.  

By contrast, my lessons with Melchor revealed a range of narratives regarding local 

style, particularly as he learnt his trade in the Sacromonte neighbourhood of Granada. This 

neighbourhood is renowned for its flamenco and has produced a number of prominent 

                                                           
13

 I would have liked to have had more lessons with Antonio. Unfortunately, however, I met him towards the 

end of my time in Granada.   
14

 These lessons will be explored in detail in Chapter Nine.  
15

 The conservatoire is named after the classical composer Ángel Barrios (1882ï1964) who was born in 

Granada.  
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performers, including many guitarists. Melchor is well known in Granada for being an 

exponent of a particular guitar style that supposedly originated in Sacromonte. My lessons 

with Melchor were markedly different to those with Rafa. Because Melchor is a local 

guitarist with little in the way of theoretical knowledge, we focused on playing óhisô style of 

guitar rather than a generic (that is, a óregionalô) style of playing. We rarely covered 

technique and instead focused on falsetas composed by Melchor and other local guitarists. In 

contrast to my lessons with Rafa, my lessons with Melchor were relatively óquietô with little 

in the way of conversation. This meant it was difficult to ascertain his personal views 

regarding certain matters. Gradually, our relationship developed and I felt more comfortable 

in asking him questions. I began to uncover his own thoughts regarding his style of guitar 

playing and how it fitted into the local flamenco scene.   

My lessons with these two guitarists allowed me to examine the concept of a regional 

guitar style vis-à-vis the concept of a local guitar style. Rather than a dichotomy, however, 

Rafa and Melchor arguably represent two ends of a continuum. These lessons served as a way 

of understanding musically the fragmented nature of Andalusian regionalism. In order to get 

the most from my lessons (both musically and in terms of conversation), I recorded every 

lesson and adopted two forms of transcription. First, I transcribed all my lessons into 

tablature. I chose tablature over traditional notation because it is a quicker and a more 

efficient form of notation. Moreover, flamenco guitar performance is difficult to represent in 

standard western notation given its oral nature (in terms of transmission) and its technical 

vocabulary. After each lesson, I made sure to practise the materials I had learnt so that I was 

ready for the next lesson. Second, I transcribed any relevant conversations that took place 

during the lessons in a similar way to my interviews (see below). These transcriptions added 

to my data and enabled me to interrogate the complicated notion of style in more detail.    
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Research Contexts in the Field 

In addition to my guitar lessons, I frequented a range of performance and didactic contexts. 

An important context for ethnographic research was the Platería, one of the most famous 

peñas in Andalusia. The club has a rich heritage and is deeply embedded in the flamenco 

community of Granada. Before arriving in the city, I contacted the President of the club via 

email and by letter. Unfortunately, I received no response. However, I had managed to 

contact an aficionado and a member of the Platería, Francisco (Paco) Cabrero Palomares,
16

 

prior to my arrival in Andalusia. I was introduced to Paco through a mutual friend in the 

United Kingdom. Accordingly, Paco became an informant and he was able to introduce me to 

the President and other members of the club. As a result, I was permitted to attend Saturday 

evening concerts normally reserved for members, in addition to numerous other weekly 

events held at the club.  

My entry into the Platería strengthened my ethnographic research in a number of 

ways. First, I was able to expand my contact base, finding more informants who were willing 

to partake in interviews. Second, I was able to view a number of concerts featuring local 

artists. This helped me to expand my knowledge of the local scene and to understand in more 

detail the presence of flamenco in Granada. Finally, I was able to engage in informal 

discussions that enhanced my ethnographic research. In particular, these discussions enabled 

me to expand my knowledge of the cante. Although the guitar was a key focus, I felt that I 

needed to possess an understanding of cante as it is so integral to the flamenco tradition. 

Moreover, by developing an appreciation for the cante, I felt that I would be able to ófit inô 

more easily. This was important as, at certain times, I felt quite isolated when visiting the 

peña. The club is an environment in which many people know each other and a context in 

which óoutsidersô can be viewed with suspicion. As such, it was sometimes difficult to 
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 Francisco preferred to be called Paco, so I will refer to him by this name.  
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engage in conservation with members and to fit into the culture of the peña. Nonetheless, I 

developed a small circle of informants with whom I regularly interacted when visiting the 

club.  

 Another important context for my fieldwork in Granada was the Conservatorio 

Profesional de Música Ángel Barrios. Before coming to Granada, I wanted to find some kind 

of educational context in which I could examine the efforts of the Andalusian Government in 

developing flamenco education. The conservatoire provided a pertinent context. I attended 

various lessons given by Rafa to students of differing abilities. While my involvement there 

was relatively limited, I was still able to gain an insight into the role of flamenco in the 

Andalusian educational system (at least at level of the conservatoire). Moreover, my 

experience at the conservatoire helped me to understand the regionalisation of flamenco 

guitar style more generally. I argue that conservatoires in Andalusia play an important role in 

canonising flamenco in the regional context.
17

 During my time there, I recorded and 

transcribed the lessons I attended in order to examine the didactic process. I was also able to 

attend other didactic events and concerts arranged by the conservatoire. This allowed me to 

get to know some of the students and other teachers more intimately. Furthermore, it enabled 

me to widen my contact base in the city and to gain a greater understanding of the flamenco 

scene in Granada.  

My involvement in the flamenco scene in Granada stretched beyond the Platería and 

the conservatoire. When one scratches beneath the surface, the city hosts a range of flamenco 

ósurprisesô. It is replete with bars, theatres, tourist venues, clubs and private parties that host 

flamenco performances. A flamenco critic told me that it is one of the only places in 

Andalusia where flamenco is performed every night of the week. I attended numerous 

concerts (public and private, ólocalô and ótouristicô) and events in and outside of the city to 

                                                           
17

 The regionalisation of flamenco guitar style and the role of conservatoires will be explored in more detail in 

Chapter Nine. 



 
 

93 

 

broaden my understanding of the myriad contexts in which flamenco is found. I chose to 

conduct research during the winter-to-spring season partly because the festival Flamenco 

viene del Sur (Eng: Flamenco Comes from the South) coincided with the period of my 

research. This festival is organised and delivered annually by the Andalusian Government. 

Accordingly, I wanted to analyse first-hand the types of performances staged during the 

festival. Moreover, I was keen to ask members of the community in Granada about their 

views on such events, especially as the festival was sponsored by the regional government. In 

doing so, I hoped to reveal on-the-ground responses to the institutional development of 

flamenco. In addition to Flamenco viene del Sur, I conducted research during a period of 

festivals and public holidays, many of which contained flamenco in some form or another.
18

  

 I also continued my ethnographic research with members of the PAO. I attended a 

handful of regular meetings held by the PAO in which they discussed issues pertinent to the 

platform. I also attended one meeting of the Partido Regionalista por Andalucía Oriental 

(Eng: Regionalist Party for East Andalusia, henceforth referred to as the PRAO). This is a 

political party, which while distinct from the PAO, still shares the groupôs quest for 

autonomy in East Andalusia. I feel that my fieldwork with members of the PAO and the 

PRAO did raise certain issues. In particular, my research with these members and my 

research with the flamenco community in Granada were incompatible. On the one hand, 

members of the PAO and the PRAO often held negative views regarding the regionalisation 

of flamenco. These views sometimes transformed into a disliking for the tradition. At times, 

my research was even questioned, being seen as irrelevant by some members. On the other 

hand, my research in Granada involved interactions with people who performed or 

óconsumedô flamenco as a distinct reflection of personal, local and/or regional identities.  

                                                           
18

 These festivals included San Cecilio at Sacromonteôs abbey, Día de Andalucía (Eng: Day of Andalusia, a 

public holiday that celebrates Andalusian autonomy), Semana Santa (Eng: Holy Week) and Día de la Cruz (Eng: 

Day of the Cross).  
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These two distinct positions presented me with somewhat of an ethnographic crisis. 

How could I bring together these completely different perspectives? I decided not to ask 

flamenco musicians, professionals or aficionados any questions regarding the PAO/PRAO 

unless they came up naturally in conversation. This was for two reasons. First, I did not want 

to lead my informants but rather wanted them to give their views ónaturallyô. Second, I did 

not want to run the risk of offending people who genuinely loved flamenco by discussing a 

group that largely rejects the tradition on ideological grounds. Nonetheless, during a couple 

of interviews the issue of east-Andalusian regionalism did emerge. Here, the informants 

largely dismissed the regionalist motives of the PAO. However, some still respected certain 

views held by its members (such as marginalisation in Granada and centralisation in Seville). 

The disparate yet in some way connected nature of these two positions just illustrates the 

complex socio-political environment in which flamenco is to be found.        

 

Interviews and Research Materials 

 

How did you enter into the world of flamenco? 

 

What do you think about the Junta de Andaluc²aôs (Eng: The Andalusian Government) efforts 

towards the development of flamenco as a symbol of regional identity?  

 

How do you view the inclusion of flamenco in the Andalusian Statute of Autonomy? 

 

What do you think about flamencoôs recognition as Intangible Cultural Heritage by UNESCO? 

 

How do you view the flamenco scene in Granada?  

 

Figure 3.1: Generic interview questions.  

 

Ethnographic interviews also formed an integral part of the data collected in Granada. I chose 

to adopt a more conversational approach by creating a loose series of questions that were 

used to guide an otherwise generic conversation (see Figure 3.1). Following the folklorist 

Bruce Jackson, I agree that óthe best interviewers somehow make the difference between 
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conversation and interview as unobtrusive as possibleô (Jackson 1987: 80).
19

 This approach 

carried with it certain advantages and certain disadvantages. On the one hand, it enabled me 

to ódig deepô into the life stories of my informants and their position in the flamenco 

community of Granada. Here, I aimed to ósee what the world looks like through their eyesô 

(ibid. 1987: 82). While I wanted to elicit responses and opinions to specific questions 

regarding the regionalisation of flamenco, I still wanted to enable the interviewee to give 

his/her own story. On the other hand, this open approach meant that at times I had to listen to 

extended monologues. Some of these narratives were not directly relevant to my research 

aims. Nonetheless, this sort of ethnographic information can only add richness to the data 

gathered. 

 My informants comprised a mixture of flamenco musicians (singers and guitarists), 

aficionados, scholars/researchers, producers and critics. In this way, I was able to elicit a 

broad range of opinions from a diverse range of people. I identified certain interviewees prior 

to arriving in Granada because of their position and/or their views.
20

 The interviewing 

process had a knock-on benefit where my list of contacts ósnowballedô. In total, I conducted 

close to 30 interviews or óformalô conversations, with 19 of these being recorded. However, 

there were a number of difficulties that arose when conducting interviews. First, it was often 

difficult to track down an interviewee and to arrange a specific time. This meant that a lot of 

time in the field was spent chasing informants to arrange meetings. Second, I planned to have 

an informal conversation with my interviewees on the first meeting. I originally decided not 

to record this meeting. However, the most relevant information was often disclosed during 

initial conversations. Accordingly, I recorded every first meeting and each subsequent 

meeting with all of my informants where possible. Sometimes I met an interviewee in a 

                                                           
19

 Also see Myers, Ethnomusicology: An Introduction, pp. 21ï49. In her examination of ethnomusicological 

fieldwork, Myers also advocates a natural approach to interviewing that should blur the distinction between an 

interview and a conversation.   
20

 For example, I arranged interviews with David Peral the spokesperson for the Instituto Andaluz del Flamenco 

and Juan Pinilla a flamenco singer who openly criticises governmental intervention in the flamenco world. 
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context where it did not feel órightô to record. As Jackson argues, in these situations it is best 

to follow oneôs instincts (Jackson 1987: 86). On these occasions, I would quickly note down 

everything I could remember from the conversation after it took place and put the information 

in my field notes.  

     The quality of the recorded interviews was not always excellent. The major problem 

was the context of the interviews, which often took place in noisy bars or cafes. This is one of 

the vagaries of city-based field research. Each interview followed a similar format where I 

began with a statement about my research and, in accordance with ethical considerations, 

asked whether I could refer to the interviewee by name in my work and whether I could 

include any information in publications. Then I tried to elicit a little background information 

regarding the intervieweeôs life and his/her involvement with flamenco, before moving onto 

more specific questions. All interviews were transcribed into Spanish, which carried with it 

certain challenges. Given the strength of the Andalusian dialect, I decided to edit my 

transcriptions. Here, I omitted certain characteristics of the dialect (such as terminated word 

endings or the omission of ósô in words) and transcribed the texts into a ócleanô form of 

Spanish. I also omitted any expressions such as óumô or ósoô (such as ópuesô in Spanish), 

unless they were significant. Any words or sections that were unknown or difficult to 

translate on the recordings, I consulted with my Spanish teachers. In addition to my 

transcriptions, there were various other materials acquired in the field. These included 

ethnographic materials (such as photographs and field notes), didactic materials (such as 

handouts or course content from the conservatoire), promotional/institutional materials (such 

as leaflets and concert programmes) and newspaper articles.  
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Conclusions 

In this chapter, I have discussed the methodological approaches adopted during my research. 

In order to examine the relationship between flamenco and Andalusian regionalism, I have 

conducted both a virtual ethnography and a traditional ethnography. In terms of virtual 

ethnography, I spent a year conducting online research through the PAOôs website. I carried 

out participation-observation through the websiteôs forums, conducted online interviews and 

distributed online questionnaires. Drawing upon relevant literature in the social sciences, I 

have shown the relevance of virtual ethnography to ethnomusicological research. I have 

argued that such research is suited to small, ideologically-motivated movements such as the 

PAO. In the terms of traditional ethnography, I conducted five months of ethnographic field 

research in Granada. Here, my research has been informed by private guitar lessons and 

lessons in the conservatoire. It has also been informed by the observation of concert 

performances and ethnographic interviews. These methods have enabled to explore in detail 

the flamenco scene in the city. In particular, this research has allowed me to examine the 

ways in which the regionalisation of flamenco is received at an ethnographic level. By 

combining virtual and traditional ethnographic research with primary and secondary 

literature, I have been able to uncover different readings of regionalism through flamenco. 

Here, I feel that my broad ethnographic approach has revealed the disputed relationship 

between flamenco and Andalusian identity. In the next chapter, I explore a historical reading 

of flamenco and regionalism. I trace the development of flamenco throughout the nineteenth 

and twentieth centuries, closely relating its development to fluctuations in Andalusian 

regionalism during the period. 
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Chapter Four: Regionalism, Nationalism and Ethnicity in the History  of 

Flamenco  

Throughout its history, flamenco has had a complex relationship with territorial and ethnic 

identities in Spain. At various times it has been associated with Andalusian, Spanish and/or 

gitano identity, often with these three identities converging in single moments of historical 

importance. To give a complete and accurate historical account of the origins and the 

development of flamenco would be a formidable task that is unnecessary here. Even to speak 

of one historical account is problematic given the number of narratives that permeate the 

literature about flamenco.
1
 In this chapter, I examine the history of flamenco with reference 

to the emergence and the consolidation of Andalusian regionalism (Sp: andalucismo) within 

the context of the tumultuous political history of Spain. As a musical tradition commonly 

associated with Andalusia, flamenco has come to represent Andalusian identity. In recent 

years, the relationship between flamenco and Andalusian identity has become particularly 

apparent as the regional government harnesses flamenco for cultural and political purposes. 

Accordingly, I provide a historical introduction to the regionalisation of flamenco in 

Andalusia.  

The chapter will consist of four key periods (see Appendix F for a historical timeline). 

First, I explore the emergence of both flamenco and andalucismo during the early-nineteenth 

and early-twentieth centuries. I propose that flamenco is a product of urban popular culture in 

Andalusia and of Romanticism in Europe during the nineteenth century. I also explore the 

relevance of flamenco to the emergence of andalucismo (both culturally and politically) 

towards the end of the nineteenth century. Second, I examine the political ascendancy of 

andalucismo during the early-twentieth century up until the outbreak of the Spanish Civil 

War in 1936. Here, I consider the salvation of flamenco as an art form. I also discuss the role 

                                                           
1
 These narratives are often informed by different ideological positions. In Flamenco: Passion, Politics and 

Popular Culture, Washabaugh explores in detail some of flamencoôs different histories, pp. 31ï53. 
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flamenco played in demarcating Andalusian identity, thus upholding the ideals of regional 

autonomy. Third, I study the position of flamenco in the Franco regime (1936ï75). During 

this time, flamenco was both suppressed (as a potential site of political resistance) and 

fostered (as a powerful tool for tourism and economic revival). Moreover, flamencoôs 

association with regional identity was erased as flamenco came to represent the Spanish 

nation state during a period of totalitarian nationalism. Finally, I investigate how flamenco 

gained a political óvoiceô (towards the end of the regime) both in terms of regionalism and in 

terms of class struggle. Following the transition to democracy in Spain (1975) and the 

declaration of autonomy in Andalusia (1981), I examine the position of flamenco both as a 

national product (indicative of Spain) and as a marker of regional identity (indicative of 

Andalusia).  

 

Flamenco and the Emergence of Andalucismo (1800sï1900s) 

Historical Precedents of Andalucismo  

Like andalucismo, flamenco is a product of the nineteenth century. As interrelated 

phenomena, both need to be understood within the context of complex demographic and 

social changes that took place in Spain from the end of the eighteenth century. This was a 

time in which modernisation, rural depopulation and the emergence of a middle class began 

to transform popular culture both in Andalusia and across Spain. This was also a time when 

Spanish nationalism began to emerge, particularly following the creation of the Spanish 

Constitution (1812) and the end of the Peninsula War (1814), events that engendered a rise in 

national unity (Barton 2009). However, the Spanish nationalist project was not as peaceful 

and as effective as in other European countries, especially in unitary states such as France. 

On the one hand, the formation of the legal and the administrative framework of the Spanish 

nation state during the middle of the nineteenth century engendered a slight rise in 
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nationalism.
2
 On the other hand, however, there were many forces that prevented a unified 

national identity from taking a firm root. There existed contrasting ideological and political 

positions including national liberalists, agrarian anarchists, conservative monarchists and 

regionalists (Álvarez Junco 1996; Barton 2009; Herr 1971; Payne 1991). In particular, it was 

the rise of regionalism that really threatened the unity of Spain. 

In Andalusia, the regional sentiment prominent in other regions (such as the Basque 

Country and Catalonia) was slow to develop. In fact, much research shows that we cannot 

really speak of an Andalusian identity until at least the 1860s with the growth of both 

political regionalism and the anthropological movement (discussed below). There are 

numerous geographical, cultural and political reasons for the late appearance of Andalusian 

regionalism. First, Andalusia is a huge region. During the nineteenth century, it lacked the 

communications network necessary for the development of an óimagined communityô at a 

regional level. Second, the anthropologist David Gilmore argues that the region did not 

possess a ócentrifugal cityô (Gilmore 1981: 59), an urban centre which provided a hegemonic 

locus of culture (such as Barcelona in Catalonia). Third, there was no distinct regional 

language (such as Basque or Catalan). Finally, the region was, and to a certain extent still is, 

characterised by an array of localisms that subverted any aspirations towards a regional 

sentiment. As the historian Antonio Miguel Bernal succinctly argues: óHistorically the 

Andalusians have not shared a unified regional sentiment. Localisms and provincialisms have 

superseded any regionalist sentimentô (cited in Cort®s Pe¶a 1994: 216).
3
  

 Antonio Cortés Peña is one of a handful of historians who attempt to clarify and to 

demystify the so-called Andalusian ómythô. That is, they critique the notion of a shared and a 

continuous Andalusian history (Cortés Peña 1994, 2001; González de Molina and Sevilla 

                                                           
2
 In the cultural domain it is worth mentioning the scholar Don Preciso (Juan Antonio de Iza Zamácola, 1756ï

1826) who produced the first collection of Spanish folk songs in 1799 as a way of invoking Spanish nationalism 

in the musical domain. See Don Preciso, Colección de las mejores coplas.  
3
 óLos andaluces no han compartido hist·ricamente un sentimiento regional unitario. Los localismos y 

provincianismos se han superpuesto a cualquier sentir regionalistaô.  
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Guzm§n 1987). In his article óEl ¼ltimo nacionalismo: Andaluc²a y su historiaô (Eng: óThe 

Last Nationalism: Andalusia and its Historyô), Cort®s Peña (1994) refers to the large agrarian 

population that characterised the demographics of Andalusia. He argues that agrarian politics 

and the feudal structure of Andalusia undermined the development of regionalism. Andalusia 

remained predominantly agricultural with an extensive range of privately owned land 

(latifundia).
4
 Despite increases in urban immigration, hierarchical systems of rural labour 

were common where landowners (Sp: señoritos) propped up an asymmetrical social structure. 

The powerful agrarian elite had no need to question centralisation and so displayed little in 

the way of a regional consciousness. As Moreno Navarro notes: óIn Andalusia [...] 

contradictory interests have not existed between the regionôs agrarian bourgeoisie and the 

centralist oligarchy for the simple reason that historically both have generally co-existedô 

(Moreno Navarro 1977: 45).
5
 The relevance of this highly stratified society is important for 

two reasons. First, it shows that andalucismo was slow to develop as the dominant oligarchy 

was usually centralist and the working classes were usually localist. Therefore, both groups 

remained disconnected from a wider sense of regional consciousness. Regionalism was, then, 

largely the domain of urban middle-class intellectuals. Second, the prominence of a óquasi-

feudalô social structure provides a backdrop for an understanding of the origins and the 

development of flamenco. Arguably, social interaction between social elites and Andalusian 

working classes was pivotal to the emergence of flamenco. 

 

Flamenco, Social Catharsis and the Andalusian Bourgeoisie 

Given the lack of regionalism in Andalusian during the early to late-nineteenth century, it is 

likely that flamenco (as a supposedly Andalusian tradition) did not emerge from a sense of 

                                                           
4
 Latifundia have been common in the development of numerous areas in the Mediterranean. For more 

information on its influence in the Sicilian context see Jane Schneider and Peter Schneider, Culture and 

Political Economy in Western Sicily.  
5
 óEn Andaluc²a [...] no han existido intereses contradictorios entre la gran burguesía agraria de la región y la 

oligarquía centralista por la sencilla razón de que una y otra han coincidido históricamente en un gran parteô.  
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regional consciousness. Rather, it is the musical product of the social interactions between 

gitanos, other subaltern groups and the emerging middle class in Andalusian urban contexts 

during the nineteenth century. Historical accounts of flamenco often pursue regionalist or 

ethnic (gitano) perspectives (see below). However, a number of scholars have attempted to 

demystify the history of flamenco. Here, they offer óscientificô interpretations of its 

emergence and its development. In particular, I draw upon the socio-historical analyses of 

two prominent flamenco theorists, namely Mitchell (1994) and Steingress (1998a, 1998b, 

1998c, 2001, 2002a).
6
  

Mitchell argues that flamenco was born during the late-eighteenth and early-

nineteenth centuries, emerging as the cultural product of a number of subaltern groups. Given 

the dominance of gitano ethnicity in many historical narratives, Mitchell attempts to highlight 

the contributions of other subaltern/proletarian groups (including beggars, moriscos,
7
 bandits 

and miners) to the development of flamenco. He argues: óEach one of these classes and 

subclasses within them reworked its common corpus of Spanish/Andalusian folk songs in 

ways consistent with the constraints of their unenviable lifestyles; deep song was the 

collective resultô (Mitchell 1994: 67).
8
 For Mitchell, flamenco was born of necessity. 

Through a process of emotional catharsis, subcultural groups used musical performance for 

the expression (and confrontation) of sentiments such as fatalism and sorrow, indicative of 

their dire social positions.
9
 Mitchell argues that juergas (private flamenco sessions

10
), which 

were often fuelled by alcohol, debauchery, ritual and prostitution, provided a space in which 

                                                           
6
 Also see Washabaughôs important historical analyses in Flamenco: Passion, Politics and Popular Culture and 

Flamenco Music and National Identity. 
7
 Despite the final expulsion of all people of Muslim blood in 1609, Mitchell believes that some moriscos (along 

with other persecuted groups) disguised themselves as gitanos to evade expulsion. In particular, Mitchell notes 

the influence moriscos may have had on early ballads. He argues that these ballads may have influenced the 

early song styles that formed the basis for the development of flamenco during the late-eighteenth and early-

nineteenth centuries. He calls these pre-flamenco styles óproto-flamencoô.  
8
 Mitchell refers to deep song (that is, cante jondo) in general as the basis for much of what we now know as 

flamenco. 
9
 It is important to note that Mitchell is not referring to the performance of flamenco itself but óproto-flamencoô.  

10
 In Spanish, the word juerga literally means óspreeô or óbingeô. For example, one might say óirse de juergaô 

(Eng: óto go out on the townô). In Chapter Eight, I discuss the relevance of the juerga in the Platería.  
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this process of social catharsis could take place.  

While such gatherings were a space for subaltern expression, they also provided a 

context for upper-class patronage and óguilt catharsisô.
11

 Mitchell refers to señoritos (as 

gentry who spent their winters in the city) and the growing bourgeois elite who became 

attracted to óproto-flamencoô due to their fascination with subaltern lifestyles (particularly 

that of the mystical and the óprimitiveô gitano). This fascination was fuelled by the 

prominence of Romanticism in Europe at the time. In this way, Mitchell argues that señoritos 

provided patronage for flamenco performances in small gatherings, which in turn created a 

context for the musical and the cultural unification of a highly polarised society. In a 

summary of Mitchellôs work, Washabaugh states: óFlamenco song [...] served as a double-

edged sword to free both the rich and the poor from their emotional burdensô (Washabaugh 

1996: 12).
12

 For the rich, these events provided a way of alleviating social guilt whilst 

maintaining social supremacy. For the poor, these events provided a context in which to 

confront the hardships of daily life and to transcend social inequality. Through these events, 

flamenco became the cultural capital of the urban elite. This transformation enabled the 

eventual canonisation, standardisation and commercialisation of flamenco, whilst maintaining 

its link to subaltern life, values and aesthetics.  

 Like Mitchell, Steingress argues that flamenco was appropriated by higher-class 

groups but within more ópublicô settings. In particular, he discusses the role flamenco played 

in fostering Spanish nationalism among the bourgeoisie during the nineteenth century 

(Steingress 1998c, 2001).
13

 At this time, some Spaniards rejected foreign influences (such as 

French or Italian) in cultural expression and instead sought out cultural trends from within 

                                                           
11

 Mitchell links upper-class guilt catharsis to the presence of Catholicism and the important role of charity in 

Spain during the eighteenth and nineteenth centuries. Serving the needy and the poor was believed to ensure that 

the wealthy spent less time in purgatory. In particular see Chapter Seven, óWealth, Ideology, and the Magic 

Otherô. 
12

 For a commentary on Mitchellôs work see pp. 125ï29.  
13

 Also see Washabaugh, Flamenco Music and National Identity, pp. 37ï52. 
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Spain itself (Steingress, 1998a). According to Steingress, flamenco is the result of an 

emerging middle class in Andalusia that was influenced by the rise of European nationalism 

during the nineteenth century. He argues that flamenco was a hybrid popular tradition that 

grew out of the dynamic, urban melting pot of Andalusia (and particularly Seville) during the 

early-nineteenth century. According to him, flamenco was influenced by traditional 

Andalusian folk song/dance and popular national dance (such as the bolero). In addition, he 

notes the prominence of the gitano aesthetic, an aesthetic that informed a Spanish bohemian 

lifestyle. The term flamenco itself, Steingress contends, emerged during the 1830s. However, 

it was not used to describe a musical tradition. Rather, it emerged as a socio-artistic term that 

referred to a defiant attitude. This attitude was intimately linked to concepts of a bohemian 

lifestyle and the gitanos (Steingress 2001: 250ï88). As Steingress states: óWhat in Paris was 

understood as bohémien in Seville was flamenco: a type of social and cultural intruder, 

related to the artistic environment, an ñartistic vagabondò, a person that lives outside of the 

norms of social rulesô (Steingress 2001: 277).
14

 He believes that the use of flamenco as a term 

to describe a performance tradition appeared only in the 1850s. Before it became known as a 

performance tradition, flamenco represented a stereotypical way of life. Thus, the musical 

tradition was the fashionable cultural product of urban elites who were fascinated with 

gitanos and subaltern lifestyles.  

 

Romanticism and Andalusian Cultural Hegemony  

From the 1850s onwards, flamenco became increasingly commercialised. It was transformed 

into a popular tradition patronised by the expanding Andalusian (and by extension Spanish) 

bourgeoisie. Why then did a tradition so closely linked to subaltern society and gitano culture 

                                                           
14

 óLo que en Par²s se comprendi· por bohémien en Sevilla fue el flamenco: un tipo de intruso social y cultural, 

relacionado con el ambiente art²stico, un ñvagabundo art²sticoò, una persona que vive fuera de los cánones de las 

reglas socialesô. The emergence of a defiant, bohemian attitude rooted in a gitano lifestyle can also be traced 

back to majismo youth culture during the eighteenth century. See Mitchell, Flamenco Deep Song; and 

Steingress, óEl flamencoô.   
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become the product of bourgeois cultural fashion? How did a largely Andalusian tradition 

come to represent óSpanish-nessô in general? To answer these questions we must look to the 

dramatic impact that Romanticism (and Orientalism) had on Andalusian (and consequently 

Spanish) cultural life. With ófolk-artô and the exotic óotherô as guiding principles, numerous 

American, English, French and Russian travel writers visited Spain (and in particular 

southern Spain) during the early-nineteenth century. They constructed notions of óSpanish-

nessô that were to influence a host of intellectuals, artists, writers and composers both within 

and outside of Spain. For many writers, the ótrueô Spain existed in the south; the north of 

Spain was too similar to modern Europe and thus failed to quench the romantic thirst for the 

exotic (Fernández Cifuentes 2007).  

 In Andalusia, travel writers found the perfect environment on which to base their 

romantic and exotic ideals. The region had experienced eight centuries of Islamic presence, a 

legacy that could clearly be observed in its architecture and, seemingly, in its cultural 

practices such as music and dance. The exoticness of this Islamic heritage in Andalusia and 

the supposed primitivism of the region were enhanced by literary depictions of folk óheroesô 

and óheroinesô (such as bandits, bohemians and exotic female gitana dancers). The gitana 

dancer arguably remains the most enduring legacy of this romantic stereotype ï the 

passionate female is still prominent in multiple representations of Spanish and Andalusian 

culture, a representation that is often linked to flamenco.
15

 One need only think of Carmen, 

Prosper Mériméeôs (and subsequently Georges Bizetôs) exotic gitana who consolidated the 

role of the Andalusian female in representations of óSpanish-nessô (Locke 2009; McClary 

1992). Despite being based on the story of an Andalusian cigarette-factory worker in Seville 

during the early-nineteenth century, the historian Nirmala Singh-Brinkman argues: óThe 

figure of Carmen was not born of Andalusian autonomy or self-representation: Carmen was 
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 For an analysis of the representation of the female body in flamenco see Heffner Hayes, Flamenco.  



 
 

106 

 

born abroad, in France, and widely circulated throughout Spain in the nineteenth century 

before being claimed by Andalusian regionalists in the early-twentieth centuryô (Singh-

Brinkman 2005: 83). However, before Andalusian regionalists had a chance to óreclaimô 

Carmen for themselves, the Andalusian ómythô coupled with its exotic symbol (the gitana) 

collapsed into stereotypical representations of Spanish identity.  

 By extension, this óAndalusianisationô of Spanish identity began to influence Spanish 

self-representation itself. As the historians Clare Mar-Molinero and Angel Smith argue: 

óAndalusians had been depicted by Spanish nationalists as central to the Spanish national 

character, and it seems likely that these stereotypes were assimilated as the dominant self-

image of elites and the urban middle classesô (Mar-Molinero and Smith 1996: 15). Flamenco 

emerged from the cultural hegemony that Andalusia had attained in Spain, this despite the 

region lacking its own political self-determination during the mid-to-late nineteenth century. 

Flamenco continued to represent exotic, seductive and passionate óSpanish-nessô. 

Intellectuals and urban elites looked to the cultural traditions of the ópeopleô to create a 

Spanish national music. Flamenco became this national music. As a complex hybridisation of 

various traditions and aesthetic trends found in Spain, flamenco was useful in the rejection of 

foreign musical influences. From the outset, flamenco was intricately linked to fashionable 

tastes among the Spanish (and Andalusian) middle classes. Arguably, then, it became a 

national music before it was (re)claimed as a regional one. 

 

Regional Flamenco 

Romanticism was also pivotal in the emergence of a regional consciousness in Andalusia, 

despite playing a fundamental role in the construction of Andalusian-ness as the common 

denominator of a Spanish national identity. In fact for some historians, andalucismo and the 

concept of a distinct Andalusian character are óinventionsô, inventions that emerged from 
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Romanticism during the early-nineteenth century. Cortés Peña (1994) contends that 

Andalusians would not have recognised themselves as a ópeopleô (Sp: un pueblo) unless 

foreign romantics and travel writers had highlighted the distinctive characteristics upon 

which to build a regional identity. He states: ó[é] the group of European romantic travellers 

[é] from their foreign perspectives initiated the ñpopularisationò of the Andalusian image, 

which until then was scarcely known, an image that was going to serve as a mirror in that 

many Andalusians began to regard themselves as a people with unique defining 

characteristicsô (Cortés Peña 1994: 216).
16

 

 While Cortés Pe¶aôs view is critical, it is correct to suggest that Romanticism not only 

influenced how Spaniards saw their own identity, but how Andalusians viewed themselves as 

un pueblo. As a result, a regional consciousness began to develop in two categories during 

the mid-nineteenth century: a political regionalism and an intellectual regionalism (influenced 

by anthropology, folklore studies and history). In terms of a political regionalism, the 

influence of Romanticism and the importance of race engendered a small increase in 

regionalism among the middle classes which transformed into a political form of 

andalucismo. Following a social revolution in 1868, the Spanish monarchy collapsed 

engendering a liberal nationalist project and the construction of the First Spanish Republic in 

1873. Here, political regionalism was closely linked to the federalist cause (Cortes Peña 

2001; Newton 1982). In 1873, the Constitución Federal de España (Eng: Federal Constitution 

of Spain) outlined the decentralisation of the Spanish nation state in which two Andalusian 

regions were identified, namely Baja Andalucía (Eng: Lower Andalusia, that is the western 
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 ó[é] el grupo de viajeros rom§nticos europeos [é] desde sus perspectivas foráneas, iniciaron la 

ñpopularizaci·nò de una imagen de Andaluc²a hasta entonces escasamente resaltada, imagen que iba a servir de 

espejo en el que muchos andaluces comenzaron a contemplarse como un pueblo con rasgos definitorios 

originalesô.  




