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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 thgtéam{Eng: gypsy)
more generally, the masculine ending 06006 1is
female gypsy | will use the feminine endigiian-a. In the case of plural forms, Spanish uses
similar suffixes to that of English (such palo-s). Some terms used in thisdsis appear to
be in a plural form when tgeare in fact singular (such tengosor alegrias). My
representation of Spanish terms also requires some description. | 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 wilentaligized. 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 probtic. Spanish surnames take
on both the motéehefradtsh esrud ;n advetchorn@dieba Gentingoh a s
When referring to authors, | will use the full name in the first instance. On each following
citation, | will only use both surnames. &t 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 theinformants referred to in thikésis). If there are two or more informants sharing the
same first namesecond and/or third names will be given to differentiate between the
informants. It is also important to mention that the use of nicknamegg8gos is very
common in the flamenco wor | d.-kn@wmeamawhether | ref
thisis his/her real name or his/hegpoda Il n certain cases, an arti ¢

theapodois appeded in inverted commas (suchd&ar 2 a 61 a Canasterad).

Vi



Some clarification is required on certain musical and cultural terms Eisedencas

a complex an@ broad traditionfor the sake of clarity, when referring to flamenco as a

whol e | wi | | cal | it a O6tr adiotrsubonroa d idthiean g ée f

flamencol wi | | use the term 0geencowibherelemedtolbyi d u al

the Spanish termalo (see Chapter One). The walstyledwill be usedto describe the wain
whichtheflamenco tradition or one of its constitutive genpasdsis performedMy use of

the term Andalusia is also problematidats representation needs to be treated carefully.

Normally, | will refer to the region as O6And

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

East Andalusigcomprsing the provinces of Almeria, Granada and Jdeagt Andalusia will

be referredt@a s ar & @ wideredecessary When used as &beinadj ectii

lower case (such &astAndalusian regionalism).

Referencing in thishiesis also reqtes a few comments. | adopt the referencing
conventions of the Modern Humanities Research Association (MHRA). However, due to the
number and the variety of sources used, kappwo bibliographies to thikesis. The first
i ncludes al | yéosrtea. Thkaacasdpplanertaoylbibliogkraphpcludes
newspapers, periodicals, governmental publications and websites. For these supplementary
references, when an authoroés/ i nstektt uti onods
referencesquch asJNESCO 2003). For newspapers and periodicals, the day, the month and
the year will also be includddllowing the author as i(Barrado Timér28 October, 2007).

In these instances, a reference will appear in the supplementary bibliography. For anonymous
articles, thepublicationwill be referred to in the text. The date and page numbers (where
necessary) will appear in parenthesssn(4 May, 2012: 5457). These anonymous

references wilhotappear in the bibliography. However, a URL will be provided in a

footnote where available.
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Abstract: Andalucia flamencaMusic, Regionalism aniientityin Southern
Spain

In recent years, flamenco hiasen consolidated asprominent symbol of regional identity in
Andalusia, the southernmost region of Sphirthe late 197QsSpainbegan to decentralise

into seventeen autonomous regiofks.a resulteach region has beenaouraged to

foreground its own culture vi&vis national cultureAlthoughassociated with Spain in
generalflamenco hagulfilled the role of regional identity building in Andalusia

Increasingly, he Andalusian Government him&usedattention on thelevelopment of

flamenco within and outside of the regidm this thesis, | explore thigelationship between
flamenco andegional identityin Andalusia.n doing soJ draw upon the theoretical tenets of
political geography. Through scholarly exchangague that political geographers and
ethnomusicologists can learn much about the relationship between mussgiamal

identity. | use flamenco aspertinent case study of this relationship in the European context.
In particular, | discusstheroletha gover nmental institutions
(Schrijver 2006) of flamenco (that is, the institutional development of flamenco as an

6of ficial 6 sy mb oHowewsef, | argaeghabtimesithe regiomalidation y ) .
process can be disfedand subvertedAccordingly, | contend that regionalism (that is, the
bottomup identification with a region) in Andalusia is a fragmented concept. By examining
the contexts, the discourses and the styles associated with flamenco, | present alternative
readings of regionalism in Andalusia. Drawing upon virtual ethnography and traditional
ethnography in Granada, | examine the reception and the production of flamenco at a local
level aswell as at a regional level. ArguabBgmeflamenco scholars presesasomewhat

rigid understanding of the relationship between flamenco and regional identity. By offering
different readings of regionalism through flamenco, | reveal the conapléxontested

relationship betweefiamencoand identity in southern Spain.

pl



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
internationallyrenowned music and dance tradition plays a prominentrrabes
understanishg of regionalism in Andalusidlamenco 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 terlAndalucia flamenceefers to the ways in whicthe region has,
symbolically, !'Honwewntheedatiohdhipbewveen ftamenco and the
region is not straightforward. Since Andalusia is a politiealigrged region, the
development of flamenco by the regional government has receiveisaritin 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, | examine certain issues with andailiges in the institutional
support for flamenco. Moreover, | challenge the fixed correlation of flamenco with
regionalism in Andalusia. Instead, | offer a fragmented reading of regionalism that is
characterised by geographical loyalties and musicalisoas.

My interest in this topic has both a personal and an academic origin. | was attracted to
flamenco both as a musician and as a scholar. Having played classical guitar for many years,
| was naturally drawn to guitar performance in flamenco, batiiddechnical attributes and
for 1Its romantic aspects. Sever al years ago,
flamenco 6piecesd that had been specifically
flame for flamenco was ignited aftartrip to Granada. Already indoctrinated by the common
narratives of O6authenticityd re@esccaledng gypsi

6trued fl amenco. I wanted to understand t he

'Flamencsher e operates as an adjective to refer to the id
common discourse that situates flamenco as a way of life or a way of being rather than just a music and dance
tradition.



flamencoinits home |l andd. AdGranada, myreaf initiatiort intotflamenco

began when | commenced guitar lessons with Cuffy Cuthbertson in Bristol. These lessons
informed my masterds research into notions o
performance. During this time, | developed a love for and a keen academic interest in

flamenco. As part of this research, | discovered a deep enchplex musical culture that

defied the naive and the exotic perceptions | had previously held.

In particuhr, | noticed that Andalusian identity was often treated as a fixed category.
Indeed, flanenco is usually understood &e tcultural representation of Andalusia. Put
simply, a O0singled flamenco appear s wtho repre
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 segmecessary to invoke
the notion of polyvalency in an analysis of flamenco and regionaliany &n in my
doctoral research | discovered the forihtlamenco ¢ algo nuestr¢Eng: Flamenco,
something of our§? This forum belonged ta subregionalistgroup called th@lataforma
por Andalucia OrientdEng: Platform for East Andalusjdenceforth referred to ése
PAO)? This group contested the very notion of a single Andalusia. Instead it envisaged an
autonomous region in East Andalusia. As an agiaréicipant in this forum, | noticed that
members oftie PAO problematesl the elevation of flamenco dsetcultural symbol of
Andalusia, viewing flamenco as a form of cultural homogenisation.

My research into the Plataforma por Andalucia Oriental redeath important yet
simple truth: the correlatiobetweerflamencoandAndalusian identity is not fixed. It is
plural, it is fragmente and it is contested. In thisdsis, | aim to expand upon this truism. In

doing so, | argue that this research makesc@ssary contribution to the existing literature in

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



flamenco scholarship. Much of this scholarship is predicated upon a static reading of the
relationship between flamenco and regionalism in Andalusia. | offer instead an alternative
reading of this relatiaship, bringing my ethnographic work on musical production at a local
level into analytical focus. However, | am not alone. In his recent monogtaptenco
Music and National Identity in Spaithe cultural anthropologist William Washabaugh
(2012) has ddtawith this very relationship, alluding to issues related to the institutional
devel opment of fl amenco. Yet, Washabaughos w
responses. By examining the discourses that
famenco and the practices that O6created fl ame
the tradition. I n doing so, I offer differen
flamenco.

Here, | also draw upon the theoretical tenets of politicadjiggahy. As a discipline
concerning the control and the contestation of territory, | have found political geography
particularly useful when considering the relationship between music and regionatnong
other scholars, thiiesis draws upon Frans Sghw er 6 s ( 2 0 (Régjonahsm afterg r a p h
RegionalisationIn 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 instituéioelafthat
is, regionalisation). Accordingly, | seek to understand thedtayen (that is, institutional) and
the bottomup (that is, felt experience) relationship between flamenco and regionalism in
Andalusia. Moreover, | uncover a local reading of regiem by discussing the
heterogeneity of the flamenco tradition. | argue that flamenco, as a geographically diverse
tradition, is intimately linked to altering conceptions of identity in Andalusia.

| believe that my approach contributes to the fieldtbhomusicology. While some

ethnomusicologists consider the relationship between regionalism and music, they usually



focus on norEuropean musical traditions. Further, they rarely invoke the relevant literature
from a theoretical branch of geography, nanpallitical geographyAccordingly, his thesis

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

the relationship between music and regionalism in a European contexiiyningthis
relationshipn adecentrésed 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, | contend that political
geogaphy offers ethnomusicologistsanp or t ant t heoreti cal &étool
regionalism through music.

The hesis is split into two parts. In Part One, | outline the theoretical, the contextual
and the historical domains that inform my reseanchdrt Two, | draw upon virtual
ethnography and traditional ethnography to examine how the processes associated with
regionalism and regionalisation opertteough flamenco iM\ndalusia. In this context, | also
explore the interplay between regionalisnd éocalism in terms of musical context, musical
discourse and musical style. In each Part, | offer different readings of the relationship
between flamenco and regionalism in Andalusia.

In Chapter One, | provide a generic overview of flamenco in terms ofusical
materials, its stylistic geographies and its performance contexts. Here, | also include a
literature overview. In Chapter Two, | offer a theoretical approach to music and regionalism.
In this context, | discuss the relevance of political geogréphethnomusicological enquiry.

In Chapter Three, | outline ¢hmethodologies that inform migesis, showing the significance
of virtual ethnography and traditional ethnography for my research. In Chapter Four, |
present a historical reading of the relaship between flamenco and regionalism. In it, |
show that flamenco has always reflected tensions between regional, national and ethnic

identities. In Chapter Five, | explore the regionalisation of flamenco in recent years. In



particular, | explore two echanisms for safeguarding flamennamelyits inclusion in the
Andalusian Statute of Autonomy (2007) atsdrecognition as amtangible Cultural Heritage
by UNESCO(2010).

In Chapter Six, | problematise the correlation between a fixed conceptiomefiita
and a singular concept of Andalusian identity. Exploring some of the tensions that have
emerged following the regionalisation of flamenco, | draw upon my virtual ethnography with
the PAO to examine issues related to the development of flamencaatitanional level. In
Chapter Seven, | look at regionalism and regionalisation at a local level. With reference to the
flamenco community in Granada, | explore the reactions of musicians, aficionados and
journalists amongst others to the regionalisatibffamenco’

In the final two chapters, | develop a local understanding of flamenéswissa
regional reading of flamenco. In Chapter Eight, | examine the interplay between musical
localism and musical regionalism with reference to two particulaegtsin Granada: the
Pefa la Plateria and thambra | also look at a distinctly local flamenco genre often referred
to as theeambra gitanaThis discussion allows me to interrogate a local understanding and a
regional reading of flamenco in distinctigéhnographic contexts. In Chapter Nine, | focus on
the flamenco guitar. Studying with two musical representatives of two musical styles, | chart
the polarised relationship between a local interpretation and a regional understanding of
guitar style. In ths way, | offer a distinctly musical reading of regionalism and

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

*| 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.



Chapter One: An Overview of Flamenco

Flamenco is a complex amadnulti-faceted tradition comprising a range of genres, styles,
practices, aesthetics, discourses and contexts. Similarly, the body of lite@ataeening
flamenco is vast. This literature ofteantres ormebates regarding the origins of flamenco
and itshistorical development. Moreover, much research addresses the tension between
Andalusianbased anditano-based [Eng: gypsy) readings of flamenco. | view flamenco
simultaneously as an Andalusian asé gitanotradition,a traditionwhich has its roots in

the rich cultural history of southern Spaiowever, my main concern is the association of
flamenco with Andalusian identityn this chapter, | provide an overview of the flamenco
tradition and its literature. With regards to the tradition, | discussnidterialsthe
terminologiesthe styles andhe contexts related to flamenco. With regards to the literature, |
examine common trends in flamenco scholarship (both in Spain and abroad) and recent
studies that inform my own researcim. particular | contextualise regionalism and geography
as two theoretical perspectives that inform thesis. My understanding of flamenco is
closely related to the isssief Andalusian autonomand regional identityl argue that

flamenco has beconsgsymbolof Andalusia It is harnessed by the regional governnient
foregroundregional identity in SpainAccordingly, it is important to provide an overview of
the identities associated with and the materials underpinning the flamenco tradition before
looking at the scholarwho have examined flamenco performance both in the past and in the

present.
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The Identities of Flamenco

Flamenco is typicallpssociateavith Andalusia, a region in the south of Spain that borders
the Mediterranean. Andalusia by location is the mataway between Europe and Africa
(seeFigurel.1). GeographicallyAndalusiacan be split into two maiphysical territories.

The East is characterised by mostly mountainous terrain (such as the Sierra N&raday
part of the Baetic System of mountains stretching into the neighbouringisegfidvurcia

and Valencia. Th®Vest is characterised by a physical depression through which the
GuadalquivirRiver runs. Andalusia comprises eight provinces (namely Almeria, Cadiz,
Cérdoba, Granada, Huelva, Jaén, Malaga and Sevill€&igee1.2). Due tothesephysical
differencessome people recognigo Andalusias. Indeed, the cultural and historical
differences between different parts of Andalusia do seem to signify the presence of territorial
divisions? These divisions inform the notion of an autonomous East Andalusia, camgprisi
the provinces of Almeria, Granada a@n] Nonetheéss, Andalusia is a politicalpnd to a
certain extentculturallyunified region. It is the second largestlo¢ autonomous regiona
Spainwith a population of 8,371,270 in 201 As a decentradied state, Spain comprises
seventeercomunidades autbnom@sng: autonomous communitjehat all have varying
levels of poweP.While there isa central governmeit Spain each region has its own
elected government and parliament. The regions are gavégnthe laws outlined in their

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

% The cultural and historical differences between the two Andalusias will bereggh depth in Chapter Six.

* This figure is according to the 2011 census from the Instituto Nacional de Estadistica. Available online:
<http://www.ine.es/> [accessed 27 February, 2013].

°I'n 6Spanish Regi ons ithepolical sohtistFrantesaMorat@ statesthat éathy o ,
region took on the following powers: regional administration, urban planning, housing, public works,
environmental issues, social services, culture, tourism, small business, agriculture, fisheries, communications
andregional development. Regis with full autonomy (such @mndalusia 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 exacerbagedreperiphery tensions.



The decentralisation of Spain is a product of its tumultuous history, a history beset by
the struggle between national and regional idenfit&sain was unified as a Christian
kingdom under the crowref Castile and Aragon in 1478t this time, Muslims still
occupied the southastern part of Adalusia. However, the Catholicomarchs Isabella
(1457 1504)and Ferdinand@1452 1516)conquered Graada in 1492, the last bastion of
Islamicpower in the Iberian Peninsul&his ended nearly eight centuries (v1492) of
Islamicrule in Spain For traditionalists, the joining of Castile and Aragon marked the birth
of the Spanish nation state (Barton 2089). Following unification, the Spanish language
began tdecomestandardiseé and a national culture started to emerge. However, territorial,
administrative and political centralisation did not occur until the eighteenth century,
culminatng in the Spaish Constitution in 1812Prior to theConstitution other territories
possessed their own administrations, languagé<altures (suclhsthe Basque Quntry 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, f 9Or9 avwnahsgdictetorshipci sco F
(1939 75).

Andalusia gained its autonomy in 1981lowing widespread pubdisupport. 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 identi§ince ancient timeshe south of Spain has played host to
a plethora of cultures (including Greeldews, MuslimsPhoenicians andisigoths). While
this cultural history is apparent across Spain, its legacy is most keenly felt in Andalusia.

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

®For a more comprehensive overview o fBuSpladniinsgh Phrioscteosrsyé
Barton,A History of SpainHerr, An Historical Essay on Modern SpaMar-Mo | i ner o and Smith, o
and Realitiesof NatioBu i | di ngdé; and Morata, O0Spanish Regions in
" The Iberian Peninsula refers to Spain and Portugal.
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Andalusian history.Thename given to the Iberian Pesifa under Islamic rule wal-
Andalus® Given that much of thitslamic rulewas concentrated in what is now Andalusia,
the termAl-Andalusis often conflated withhe nameAndalusia As such, this period in
Spanish history issuallyconstructed as thigoldenageédof Andalusian history® 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 retmajorimary forms of
income in the regiortlowever there isalsoa rich culturewhich isoften capitalised upon for
tourismand the consolidation of regional identitamenco is perhaps the most powerful
form of cultural expression in Andalusiais used by regional institutiorts strengthen
identity within Andalusia and to represent Andalusia internationally

Flamenco is a product tiie complexhistoryof Andalusia It is often viewed as the
musical result of years of marginalisation, poverty syntretismFlamenco is believed to
have emerged from the satinteractions of numerous sltern groups including
moriscos ' workers, bandits angitanosall of whom interacteéh urban contexts. However,
thegitanosare the group perhaps most asseciavith flamencoGitanosare believed to
have arrived in Spain during the fifteenth century, arguably having originated in northern
India (Samtani 2006: 3B3). Like groups such as theoriscos thegitanoswere socially
vilified and socially marginalise They were eventually forced to settieanyfinding a
homein the cities of Andalusia (particularly the west of the region). Flamenco may have

emerged from the cultural exchanges that occurred betwegitdhesandother subltern

8 In Chapter Four, | give a more concise overview of Andalusian hiatmhautonomy.

° It is important to recognise, however, thatAidalus in fact refers to one period of the Islaoccupancy

under the Umayyad&iphate, which collapsed in 1031.

191t is often argued that the word Andalusia has its roots in the weh@hlus. For more information on the
importance of AlAndalus in representations of Andalusian history see Rogézen t aAndalusiimA |

Andal usi ad; aRebord&indgtheMediteangaa z ,

™ Moriscois the name given to Muslims who remainegauthern 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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groupsin AndalusiaYet, the powerful role ofiitanoethnicity in representations of
Andalusianness has meant that flamenco is sometimes viewed as synonymotrsewith
gitancs. This has created a powerful orthodoxy in flamenco discourse that sgitatessas

the originates and purveyors of theadition'? Nonetheless, flamenco remains closely tied to

aregional identityin Andalusia.

The Materials of Flamenco

To some extent, the complex constructions of regional and cultural identity are reflected in
the musical materials of flamencbo ground the readgel providea brief synopsis of the

main elements that characterise flamemnewoducing thaonality, the structuretherhythm
andthe style of the traditia® Flamenco is split into three main performative mediuraste
(Eng: song)baile (Eng: dance) antbque(Eng: guitar). Theanteoccupies the highest status
in flamenco.Singers interpret a numbef song formgreferred to apalos discussed below),
which consist of differentoplas(Eng:verses). Theseoplasinvoke a range of emotions

from the light and joyous to the tragic and profoMile unaccompanied styles do exist,
singers are normally accompanied by a single guitarist, and this duo is conventionally the
most traditional setip in performances. From the latmeteenth century, the flamenco guitar
wasemancipated from the role aEcompanimentNowadays, the guitar can be found in solo
performances dn group contexts where the guitarist is at the forefrBatle is perhaps the
most internationallrecognised element of flamenco and features prominently in group

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

2 The historical development of this orthodoxy will be explored in Chapter Four.
BFor a closer analysis of flamencod6s musical mat eri al
0Structure and Strategybo.
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performances (Sguadroflamencd normallyconsist of dancers, guitarists, singers,

percussioists (most notably theajon), palmas(Eng: clapping), amongst others.

Q@S’kb
s va v

Example 1.1: TheAndalusian mode.

P
A

Example 1.2: The Andalusian cadence.

AN

In terms of tonality, flamenco is influenced by a classical tonality and &lassical
modality. Some flamenco forms utilise conventional major and minor scales where harmonic
progressions arerigely based around the chords I, IV and V. Howeramyflamenco
formsardbased on a maj or AlRldusignmo a@d sCcCaée Bxampleod
where thdnterval between theecondandthird degrees othe Phrygian mode is augmented.
This is belieed to have derived from Arabic modesad’m U) and particularhh i j théz
musical legacy of an Islamic presence in the Iberian Peninsula. ¢éarnbkethe Andalusian
mode predominates and singers often embellish the core structure with melisma, nscrotone
and ornamentation. In guitar performance, the mode has engendered the frequent use of the
06Andal usian cadenceb6 (see Example 1.2), wher

conventional Phrygi an ®ravever)sincephe 19a0simrists as t he

1 Thecajonis a boxshaped percussion instrument that is played by slapping the front face of the instrument

whilst the playe sits on top.

15 For a more detailed analysis of the tonal languadmenco guitar performanscee e Manuel , O6F| amer
Focusd and OEvolution and Structure in Flamenco Har mo
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such as Paco de Lac(b. 1947) have developed the harmonic language of the flamenco

guitar.

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

Example 1.3: Thecompasfor solea.

ELLY

3 6 8 10
)
2z Z z — |
]
:

Example 1.4: Thecompasfor soledas performed on the guité.

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

Example 1.5 Thecompasfor seguiriya

CompagEng: rhythm/beat) isretherintegral element in flamenco performantias
often referred to in terms of time cycldéismay be related to similanetriccyclesfoundin
the music of North Africa, particularly traditions that are believed to have originagdd in

Andalus In flameno, there are numerous rhythmic patterns some of which adoical

18 This is a typical rhythmic passage for #wea It is my own transription, and is derived from numerous
flamenco guitar lesson¥he numbers above the transcription refer to the main beats confygas
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nature. Theeducator/singer and one of my informants in the field Fernando Barros Lirola,
compartmentalises flamenco rhythms into five main categories (Barros Lirola 2045)42
The frst categoryrefers to flamenco song styles that use the same rhythmic structure as the
soled(a fundamentdiorm in flamenco). This rhythmic structuigoften described as a
hemiola (alternation between 6/8 and 3/4) or &2t cycle with accents ondie 3,6, 8, 10
and 12 (seeXamplel.3). Examplel.4 shows how a guitarist would perfothis compasand
depicts the typical harmonic progression u3éw seconaategoryrefers to forms that use

an invesion of this 12beat cycle (that is3/4 followed by 6/8) most notably characterised by
theseguiriya(see Eamplel.5), a tragic and deep form in the flamenco repertdikhe third
categoryrefers toa groupof flamenco forms influenced by folk musisuch agandangos
andsevillana$ thatutilise triple time.The fourthcategoryrefers to formshat are in duple or
guadruple timeThese includenanytangosthat can be found in the flamenco repertoire.
Finally, Barros Lirola refers to group offorms which are unmetereahany ofwhich come
from East Andalusia. They may alderive from the folkloridandangogound across

Andalusia and other regions of Spain.

3 6 8 10 12
lnl J pm— P > _J
6§ -, e ZaEER8 Ty
vo3 "Lv" T ~— —— ' 5

Example 1.6 A llamadafor solea

In my research, | have focused on the flamenco guitar when addressing notions of
style.Therefore, ahort overview of flamenco guitar performans@&ecessary to
contextualise the work presented in later chapesgecially Chapter Nine where | compare

the musical practices and styles of two guitarists in Graffagacally, the flamenco gtarist
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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 introducesniin ekments of a form. These
includecompasmode and harmonic sequence. Normally, this opening finishes with a
llamada(Eng: call) to the singer, indicating that ttentecan begin (Example 1i6 my own
transcription of a typicdlamadafor the soled). At this point, the singer enters with his or her
first coplaand the guitarist performs a simple chordal sequence guided by the vocal melody.
While these chordal sequences often followgegermined patterns, the guitarist adapts to

suit the style,ange and rhythm of the singer. He/she omits chords or includes others where
necessary, altering the voicing of chords if desired. In beteeglas the guitarist typically
performs a shoffalseta Falsetasare precomposed melodic sequences that fitftaenework

of thecompésand the harmdn sequence (see Example 1.7).
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Example 1.7: A falsetafor soled"’
YI'n the transcription, 6p6 refers to the thuamb of the

In Chapter Nine, | explore the ways in which two guitarists in Granadiaisetasn their teaching and
performancesT ak en f r o m ToQuastFtamencodusié by Pato Pefia. © Copyright 1976 Chester
Music Limited. All Rights Reserved. Inteational Copyright Secured. Used by permission.
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When accompanying a dancer, the guitarist focuses more on the rhythmic elements of
the performance. Normallgifferentformscontain sections where a dancer performs typical
steps/movements such as #seobilla(a section with rapid footwork) or tistlencio(a
slower section with greater emphasis on arm movements). Here, the guitarist follows a
particular rhythmic pattern arlthrmonic sequence suited to these distinct sections. Again,
the guitarist may introdudalsetasat certain moment®uring thesdalsetas dancers may
reduce the intengitof their movementslap or stop performing altogethém.solo
performance, the guitarist tries to evdiah song and dand®y using strummed sections,
rhythmic work andalsetasto create his or her own interpretation of a particular form.

Nor mal | y, g u falsedasandothes seétibne from a gedof 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 entirgtyother guitarists.

The guitarist has an armoury of techniques at his or her disposal. These techniques
relate to the aesthetics that underline flamenaeneral Traditionally, flamenco musicians
aim to achievaluenden their performancéa 6 gsupaisrii t ual 6 i deal i n wh
has reached the ultimate level of pass@eatingan artistic connection witthe audience®
While some musicians feel that the teslmendds overused andnythicali they still seek a
particular aesthetic wheregorming.How is this aesthetic realised in flamenco guitar
performance?h e gui tari st seeks a rough and a o0dirt
impassioned aesthetic of vocal performahiogs a classical guitarist, | found the
development of the flaenco sound particularly difficult. | needed to adapt my technique, as

this sound ideal is fundamental to flamenco gultaparticula, thissound is achieved by a

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

Frederico GarciaLorca(1888936) , parti cul arly 6JuednoSeachobDruendei a del

pp. 48 62.

¥The 6correctdo flamenco sound wil/l be explored in Cha
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specific technique callegpoyanddEng: resting) oftenthrough use ofhe thumb® The
right-hand thumb strikes thguitarstring in a strong downwardation, so that it comes to
reston the next string. In additiopad r o u g h @mphasisedy piaysng close to the

bridge of the guitaf As a classical guitarist, this was difficult aarh accustomed to using

my thumb with atirando (Eng: pulling)stroke a techniquevhere the thumb pulls away from
the string In addition,] am used to restingny right hand over the sound hole rather than near
the bridge.

Theapoyandaostroke can also hgsed in conjunction with other flamenco guitar
techniques. Th&alsetatranscribed abovesée Example 1)fdlemonstrates the use of
apoyandan a technique calledyudado(Eng: helping)This is where the thumb (referred to
as O0p6 i n t hysthe maodislinerusing eapogandostrgkd aad the index
finger (referred to as 0i 6 i n atirhnelostrokeanscr i pt
The pivotal role of the thumb in this techniques of t en descri bed as a o0
the stong action that is required its execution. In addition, thialsetarequiresthe use of
slurs in the left hand. Thiechniques another crucial elememtforming traditionalguitar
performance. Thislur actionrepresents fundamentahesthetién flamencobecause it seeks
to replicate the melismataharacteof thecante In doing so, ithighlights thecentral
importance of sonm guitar performancerinally, therasgueadas anotheimportant
technique Therasgueadaefersto righthand strumming patterns that use different
permutations of the fingers (see ExambBbelow).?? These can be used to mark out the
compaof aparticular form.They are alsimportant when accompanying a danaence

strummingprovides a rhythmc drive. As | show later, the ways in which flamenco guitar

? This technique is also used with other riglaind fingers. However, when used with the thumb, it creates an

idiomatic flamenco sound.

ZGenerally, flamenco guitarists never move their righ
achieved even when playing musical materials that are inspired by classical guitar technique.

#|n Chapter Nine, | show howparticularrasguedotechnique can be indicative of local guitar style in

Granada.
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techniques (such dlserasgueadpare employed can inform a local (rather than a regional)
interpretation of performance stykrguably, then, flamenco guitar technique may change
depending onhe locality. Howeverthe issue of geographical variation is of especial interest

particularlywhen considering thgeographical distribution gfalosin flamenco.

19
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Example 1.8: Therasgueadan aseguiriya

The Geographies of Flamenco

The Geography of Flamen&alos

Flamenco forms (gpalog most suitably demonstrate the geographical diversity of the
tradition?® Flamenco consists of numeragoaslos a term used to identify a song form within
the tradition. For each performative elem@mainte toqueandbaile), everypalo has a
different set of musical/lyrical/movemehased features (discussed above). Givenctae
is usually regarded as the most important element of flamenco palesamormally derive
from song and magimply be eferred to asantes(Eng: songs). According to the
ethnomusicologist Peter Manuel, there are around a dozgrakay which make up the

common repertoire (Manuel 2006, 2010: 107). However, the divisipalosis more

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

debate regarding the categorisation of diffepalbs For another discussi o f f | amenceegs cl assi
Peter Manuel 6s article 6Compositionijl8Aisaseddanelhi p and C
OFl amenco i nfll&ocusd, pp. 92
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complicated given the addition afifgracategorisations and sufategorisations. Iterms of
supracategorisationgalosthat encompass similar lyrical themes and/or musical features are
often grouped into one category. For exampéaite jonddEng: deep sorfd) refers to a

number ofpalos 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 sukcategorisationsa singlepalo may be divided into numerous sphlosor estilos

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

location of a particular melody. For example, one can fisdl@ade Triana aderivation of
thesoleéthat originated in th@rianabarrio (Eng: neighbourhood)f Seville?

Mostpalosare associated with a particular geographical location either within or
outside of Andalusia. In general, Andalusi a
mostpaloscan be found. While it is certaintyue that Andalusigs home to thenajority of
the localities associated with flamensome other Spanish regions have also developed their
own indigenougpalos In particular, the regions of Extremadura and Murcia that border
Andalusia on th&Vest anceastrespectively (seel&e 1.1), have played an important role.
Extremadura is well known for its wide rangetafgos Murcia is home to unmetergulos
that belong to thgenericcategoryreferred to asantes de las ming&ng: songs of the
mines). However, the dominance of Andalusia in the geography of flamenco is undeniable.
Theappropriation of flamenco by the Andalusian Governnh@stengendered debates
regarding musical ownership in Spaftit is also important to recognisieat geographical

diversityis apparenin Andalusiaitself. Across the eight provinces of Andalusia, there are a

% The translation ofante jondds problematic. Within the literature in Englisht i s often transl at
songdéd. Here, it is viewed as a corruption of the woro
Andal usian dialect. However, for some Andal usians wit

samea O h o n d odante jdndogas |ngplg Lsed to refer to a genre of flamenco in and of itself, having no
direct translation.
% These sulzategories may also be associated with individual singers. The melody of a particular singer may

becomeasupaloi n its own right. For exampl e, Manuel refers
passage named after the singer Enrique Mellizo @B406) . See Manuel, O6Compositior
Ownership in Fl amencod, p. 108.

% This issue is explored iBhapter Five.
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number of differenpalos Sometimegpalosunique to a particular province become vehicles

for the inscription of a local or a provincial iéy. The distribution opalosin Andalusia

also informs common narratiseegarding the origins of flamenco.

As a discipline, lamenco studielas developethany theories to explain the

geographical distribution of flamenpalos Theflamencologist angeographeduan Manuel

Suéarez Japon (2009rgues that there are two fundamental grougstafsthat have

influenced the origins of flamencoantes basicofEng: basic styles) armhlosthat are

derived fromfandangosThe firstgrouprefers to anumbe of keypaloswhich are most

commonly performed’ Like many flamenco scholars, Suarez Japén argues thatpifiese

emerged from thgitano-andaluz(Eng: GypsyAndalusian) population in a defined area of

Andalusia®® This area is located in the west of the region and includes the cities Cadiz,

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

geographical configuration is commonly known astti@gulo de oro(Eng: golden

triangle).

EXTREMADURA

aAvVO N1LYHOd

.

\ )

_— \qu!

7 ! (‘:"ada 5 S
o

\ Lora del Rio

Y Ecija

San Fernando N ”
stepona

Algeciras

ijas

Marbella

)

AGA "\

Almufécar

\
) Andujar

Figure 1.3

?’These includpalosfrom thecante jondag e n r e

The f

CASTILLA-LA MANCHA
Linares g
o/ | C
Ua,/‘ T
A A
sl K >
S, Pl
-
1
GRANADA /™'
)
,; ALMERIA
Motril -/
Roquetas
2 , . A
| ame’dco 6triangl esd.

and

0 t hpalossuch@adbueriadahdalegriasv e 6

% Gitano-andaluzrefers to the cultural mixing betwegitanosand Andalusians.

®Taken from Castillo

Gu e r r gsedby pedgnissioca.me nc o vy

geograf2abd

21



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 Andalusidowever, thdlamencologisMiguel Castillo Guerrero (2011)
identifies two other imenco triangles (see Figure)l@ne that stretches to Cérdoba and
Jaén, and another that encompasses Granada. Nonetheless, he still foregrounds the dominance
of thetridngulo de ordn narratives regarding the origins of flamenco. Moreover, he fails to
include the province of Almeria that is also home to numegualas This perpetuates a

commonlyheld belief thatll flamenco originated in West Andalusia and from theread

to other areas. In one generic guide to fl an
be found in the triangle formed between the
2006: 23).
[e]
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Figure 1.4 Map showing the geographical distributionpafios*

% Available online: <http://www.flamencoentusmanos.es/egifilesflamencos/flamencologigeografiadek
flamenco.html> [accessed 4 March, 2013].
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Despite thislominant narrativehere are mangalosthat may have originatiein
other parts of Andalusia (see Figurd). In relation to the two groups phalosdescribed by
Suéarez Japo(R005), thesecond group gbaloshas a more diverse geographical foundation.
It refers to a selection @alos derived from folkloricfandangoswhichare ubiquitous across
the Andalusian region (and indeed much of Spain). Some of felred@ngosave given rise
to distinctivepalos including unmeteregalosunique to East Andalusia (such gmnaina
and thecantes de las minagenre). Thesepalosare now markedly different from folkloric
forms. However, therpaloshave retained folkloric elemesdirawnfrom fandangosThese
includethe palo calledverdiales(popular in Malaga) angalosassociated with theambra
gitanagenre®! These are sometimes referred tpa®s aflamencadod&ng: flamencoised
palos.®? Overall, the debate regarding thevgeaphical distribution gpalosin flamencais
complex and contested. | argue that narratives regarding the geography of flamenco are often
asymmetrical and unequal. They do not account for the diverdityegeographical origins
of the tradition They also deny thiemportance of peripheral provinces such as Almaunic
GranadaDuring my field research in Granada, these narratives sometimes engendered a
sense of m@inalisation. Howevettheyhave alsanstigated an@ntrenched ausical

localismamong certain groups of tfleamenco community.

The Geography of Flamenco Spaces

The distribution opalosin flamencodemonstrates the geographical diversity of the tradition.
However, a thorough understanding of flamegeographymust also take intaccount the
spacesvhere flamencas performedin this thesis, | 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 flmenco unique to Granada, thembra gitanawill be explored in greater depth in

Chapters Eight and Nine.

32 This term derives from the vedflamencawhichl i t er al ly means to 6fl amencoi se
a flamenco style.
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performed there. Suarez Japon focuses obdh#o asa central space in which flamenco has
emerged and is performed. Thésgrios are spread @aoss Andalusian cities (such as
Sacromontén Granada offrianain Seville). According to many scholars, they have had

and/or continue to have a larg#ganopresence, from which flamenco communities have
emerged” While | find that Suarez Japén overstates the rogitahocommunities, |
acknowledge the importance of such communities in the development of flamenco. However,
flamencobarrios can also be undstood as contexts for musical localism in which there is an
attachment to place rather than jigséthnicity.

Flamencdbarrios containmanyperformance context$he anthropologistimothy
Dwight deWaal Malefyt (1997, 1998) argues that flamenco cdstean be understood
according to insider/outsider or private/public distinctidnsider/private contexts refer to
intimate spaces in which musicians afidionadogegularlygather for flamenco
performances that are normally closedtofd 6 o u t tkeipuabkciOstsiderfpublic
contexts refer to spaces that are open to the public and may be associated with
commercialised spectacletflamenco While these categories are sometimes accurate, such
neat polarities are difficult to maintain. However \tlage a useful starting point for
examining a diverse range of performance spaces. In the insider/private pphase,
flamencagEng: flamenco clubs) are often the most prominent performance context for
flamenco® These venues are much like folk clubisene traditional flamenco is performed to
an audience of knowledgealalBcionados Membership is normally required, ensuring that
pefasare intimately tied to the local community. From their inception in the 1pe0ss
have adapted to modern circumstances, today many allowingneotbers to attend.

Nonet hel ess, they still retain an image of O

33 |n Chapter Eight| explore the rolehatSacromonte, a distinct neighbourhood in Granada, has played in the
development of flamenco in the city.
3% For a detailed examination pefiass e e Mal ef yt, ¢éGendered Authenticityo.
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In the outsider/public domain, flamenco has many performance contexts ranging from
t he more 06serditowgd stt o OtnimeRéntncceatiry, ffamencoifodnd a
home on the theatre stafjeSince the 1970s, however, flamenco has become a force on the
World Music sceneThe populaity of the guitathasalsoh el ped t o O6cl assici se
image of famenco, with guitar performanclesing featured iconcert hallsaround the
world. In Andalusia (and indeed across Spain), flamenco appears in many theatres with a
variety of performances including solo guitawmadro flamencdggroup performances) and
evenlarges cal e fl amenco Oball etsd. Flamenco has
similar venues across Andalusia and beyond. Finally, flamenco is inextricably linked with
tourism. As such, venues have sprung up (both in Andalusia and across Spaatgthat ¢
specifically for tourists such as theblaoand thezambrain Granada. While these venues are
often critici skdasdhnésér of hehgqual peyfor mances, t
for many flamenco artists as they provide a regular safra®rk. During my time in
Granada, | attended performances in all of the above contexts. As a matter of
contextualisation, | will refer to these spaces when examining music and regionalism in

Andalusia.

The Scholars of Flamenco

Flamenco Literature in General

Having examined the geographical distributiorpalosandthe musicabpacesvhere

flamencois performed| will now present an overview of the scholars who have represented
flamencothroughout its historyMany scholars havaddressed the history and development
of flamenco. Thetnomusicologist Roshan Samtasiefully compartmentalises the

literature about flamenco into three categories: eyewitness accounts, song collections and

% The history of the development and the comadisation of flamenco will be discussed in Chapter Four.
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scholarly research (Samii&2006: 2331). The presence of flamenco in literary sources can
be traced back to the eaniyneteenth century with the accounts of travel writers, many of
whom were foreigri® In search of the romantic and the exotic, Spain (and particularly
southernSpi n) provided a O6playgroundd for these
the age. These accounts have provided much of the historical record available regarding the
origins and the development of flamendmd. 2006: 23). They also assiste@ #mergence
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 ternflamencologigd Eng: flamenco studies) emerged in 1955 wAthselmo
Gonz&8l ez CIl i mdlameacslogh This wds arfuaktlyehe first example of
formal scholarship in flamenco. Since this text, many Spanish scholars have contributed to an
everexpanding body of liteture. Much of this research has been historical in nature with
numerous works examining the origins and the development of flamieHowvever, 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. Scholaty(usthe
social sciences) have recently emerged who attempt to demystify the romanticism that
permeates scholarship in flamerito.

Nonetheless, Englisbpeaking scholars have also perpetuated romantic conceptions

of flamenco. Due to growing internatial interest in flamenco during the 1960s, some

% These include Richard Ford (179858), Washington Irving (1783859) and Prosper Mérimée (1807B).

37 A few key examples include Caba Lanéadalucia Mairena and MolinaMundo y formas dedante

flamenco Manuel Gambod,na historia del flamengdteingress and Baltanas (eddgmenco y

nacionalismgand Steingres§obre flamenco y flamencologia

3 A few key examples include Cruces Roldan (el YJamenco Cruces Roldanmntropologia yflamenca(both

volumes); Garcia GémegZante flamenco, cante miner8teingress and Baltanas (eddamenco y

nacionalismg and Steingres§obre flamenco y flamencologiand O EI f |l amenco como patri
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American and British writers have contribute

accouns of flamenco (see for exampbeorge 1969; Pohren 1962; Webster 2002; Woodall

1992). To discount this literatuessunscholarly ordromantidéwould 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 Ergjisbking audiences.

However,in recent decaddbere 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, | 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, 19®R8,2012)>° The cultural

historianT i mot hy Mi t c h ehistbricat mofograpflamencs Dep Songs

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 dardies (Heffner Hayes 2009),

film studies (DoLugo 1991) and even economic
In ethnomusicology, there is a limited body of literature both in Spanish and in

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

ethnomusicological research. Inhisartiglé- ol Kk Musi ¢ Studies and EtF

S p a,iJasdp Marti (1997) argues that the discipline is relatively recent in Spain. While the

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

century, ethnomusicology is much |l ess develo

much ethnomusicological research mueicalSpai n wa

product i on:dl7]. MaeoverMartln®t8sthat musicology is more prominent,

with ethnomusicology often being sitleed in music departmentg{d. 1997 120 21). In

%1n a similar vein, also seethe waskf Mal ef yt, 6Gendered Authenticityo ar
Fl amencod.
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terms of flamenco, the scarcity of ethnomusicological research on the topic is also apparent.
The online operaccessqurnal for theSociedad de Etnomusicolodiang: Society for
Ethnomusicologyy RANSTranscultural Music Revieteatures a handful of articles
concerning flamenco (see Angel Berlanga 1997; Labajo 1997; Lorenzo Arribas 2011;
Steingress 2004f.However, nonef 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 apptbach.
Flamenco is also latively rare in ethnomusicological scholarsmEnglish
However, there are a handful of notable flamenco scholars in the discipline. In particular,
Manuelhaspublishedon issuegelating toidentity (Manuel 1989) andnissuegelated to
copyright (Manuel 202)0*? 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-depth ethnogaphic study
of guitar technique and performance, drawing upon extensive fieldwork in 8pairther,
Francisco Javier Bethencourt LIol§g011) has examined how flamenco guitarists have
negotiated the intersection between tradition and innovation.vwidsihy of mention is
Loren Chusesodés (2003) study of gender and id
Crucially, however, ane of these studiekeals with the issues surrounding music and

regionalismdevelopedn this hesis* Therefore, | will now tun to some of the wider

“OThese articles are available onliréttp://www.sibetrans.com/trans/publicaciordaccessed 27 April,

2013].

*1 For exampleseeDemdfilo: La Revista de Cultura Triibnal de Andalucia
<http://dialnet.unirioja.es/servlet/revista?codigo=101g8eessed 27 April, 2013Revista de Flamencologia
<http://flun.cica.es/index.php/revistie-flamencologia/16Zevistadeflamencologia{accessed 27 April,

2013} andLa Madrugé: Revista de Investigacion sobre Flamenco
<http://revistas.um.es/flamencol/issue/archijezcessed 27 April, 2013]

“'n the article 6Andalusian, Gypsy and Cl avewofl dentity
t he f | ame c isddgbodantnquliictery article for anyone interested in flamenco studies.

3 The ethnomusicologist Kevin Dawe has also written about the discourses of authenticity and identity
surrounding flamenco guitar construction in Spain in
“Manuel 6s article 6Andal usi an,the@qtprshipofflamandowithl ass | dent
Andalusian identityHowever, 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 relationshipegibnalidentity. 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 raisg&cholarsThe 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 pesciet deemphasise the
regional distinctiveness of the tradition. Furthermore, the representafiamehco as
somet hing O0Spanisho6, fiteupposdAndalusian motsbSome ev e d t
scholars have sought to align flamenco with Andatuglentity and to instigate greater
institutional support. On the other hand, the use of flamenco as a symbol of a distinctive
identity in Andalusianatsi onawieslt byappmepmrisat
designed to differentiate AndalusiarndSpain. At the heart of this debate lie four prominent
scholars: Cristina Cruces Roldéan, Isidoro Moreno Navarro, Gerhard Steingress and William
Washabaugh.

Cristina Cruces Roldan currently works as counsellor for the Audiovisual Council of
Andalusia, laving 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 Andal us
position statements for the Andalusian Government on the role of patrimonial flamenco in the

devel opment of regional ident i Thgmagoniydofherut onon
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work marks out flamenco as a distinct element in Andalusian sociauétndat life (Cruces
Roldan 1996, 2002, 2088 In collaboration with the regional government, she has supported
the recognition of flamenco as culturhkritage at an institutional level.

Cruces Roldan argues that flamenco is capable of channghidgusian sociability.
In other words, she recognises its capacity to engender a sense of regional identity. For her, it
i's cruci al 60to know and to valwue fl amenco as
and, therefore, as the common heritagdofa Andal usi ansd (CYAsces Rol
an emblem of Andalusian heritage she argues
of culturesd referring to the suppmsed mul ti
2003 24)*° The anthroplogist Isidoro Moreno Navarri996)echoes the work of Cruces
Roldan by readdressing thganodebate. He rejects the normal distinction made between
gitanosand Andalusians. For Moreno NavargitanosareAndalusians. Flamenco is a
product of this grop as well ashe product obthersubalterrgroupsthroughout the history
of Andalusia(Moreno Navarro 1996). He attempts to destabihesarratives that weaken
theconnection betweetlamencoandAndalusian idatity. These narratives includiee
relaionship between flamenco agdanoidentity, the relationship between flamenco and
Spanish identity, the globalisation of flamenco and individualism in flam&nco.

Since the 1990s, these scholars (amongst others) have helped to develop greater
institutional recognition for flamenco. Cruces Roldan 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

“6Conocer y valorar el f 1l amenc tldernuesta cultmrayyportanta,dor i den
como patrimonio com¥%“n de | os andalucesé.

“In the bookEl flamenco y la musica andaly§iruces Roldan examines the actual links between flamenco and

the music of AlAndalus, arguably a continuation of the regionalisire to invoke the Islamic occupancy as an

integral element in the history of Andalusia.

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

i ndividual artists dedtionavithtcanmiénalitymegatingte abitity to chdnoet mé s as s oc
regional identity as collective experience.
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institutions, being officially recognised as
|l a pol2tica de patrimonio en Andaluc?2adé (Eng
Andal CriteaRoldgargues that flamenco should be recognised asmpeaccording

to the Ley dePatrimorno Historico de AndaluciéEng: Law ofAndalusianHistorical

Heritage) (Cruces Roldan 2003; Garcia Plata 14%6hedemonstrates how the practices,

the contexts and the objects associated with flamenco can be \@swedtage, proposing

how flamenco meets the necessary criteria for recognition as héfitagen interview with

her, Cruces Roldan told me that the presence of flamenco in the public sector has increased
over recent years (interview 30 April, 2013he was generally positive about this

development. Here, she has played a key role in the recognition of different aspects of
flamenco as heritag@elping to develofs presence in the institutional framework of the
Andalusian Government.

The sociologisGerhard Steingress adopts a very different vieMe argues that
flamenco should be aligned with soci al i ssue
that flamenco has been appropriated for political purposes. As Washabaugh states:

0 St ei n gtrerususly dbjacted to cultural essentialist views that have been embraced by

the regional government in order to develop a ssamnomous Andalusian nationalism.

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

too is the musical heritage thatgnod s i t 6 ( Wa s h @k majogthof 201 2: 37) .
Steingressos wistorikal véeew of lamencoaTha ig, hié e@amines the

construction of flamenco as a symbol of both an Andalusian and a Spanish identity

“8 This law and Andalusian heritage policy in general will be discussed in Chapters Two and Five.

9 Flamenco needs to fit into various categories such as buildings/monuments, objects, ethnographic
products/practices, literary representation/research and documentation.

Y Steingress was born in Austria. Although he has spent many years living andgnasldrsociologist in

Andalusia (at the University of Seville), his némdalusian background may influence his seemingly
6objectived view of the relationship between fl amenco
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(Steingress and Baltanas 1998; Steingress 1998a, 1998b, 1998¢, 2®iRajgress shows
how flamenco evolved as a popular tradition through modernisation and nationalism during

the nineteenth century in Andalusia.

Particular attentio should be paid to ¢harticle6 EI f | amenco como pat |
cul tur al O una construcci- -n artificial m8s d
Cul tur al Heri tage or Another Artificial Cons

Steingress contests CrgcBolddn 6 s r e s e a r tdnthe cgnstrackion ef fleanenicosas
regional heritage. He believes that Cruces Roldan propagates a nationalist and an
ethnocentric perspective. He refuteshecsal | ed &6 homogeni sedd concej
culture and flamenco. ¢te, he makes an important distinction between flamenco in the
Andal usian cultural 6ésystemé (that is, its i
regional identity. He argues that many Andalusians may not identify with flamenco, even if
they recognise it ad\ndalusianperse He st ates: OWhile it seems
the population considers it [flamenco] to be a consistent element of the Andalusian cultural
system, this does not necessarily mean that they identify with itorabesr it as a @A m.
of their identity as AmiBihguessibelievesdhatfladened ngr e s
essentialism | eads to 6artistic vanguardi smo
flamenco style. As a result, aesthetic restits are placed on flamenco, which negate its
development and its hybridisation.

In his recent monograpgflamenco Music and National Identity in Spain
Washabaugh offers an overview of the work of Cruces Roldan and Steingress (Washabaugh

2012: 2752). While Cruces Roldan and Steingress argue that flamenco emerged through a

St eingressods wor k i s basfEqigue Batahas lvho alsotcdneests atemptscby ther s s u ¢

Andalusian Government to develop flamenco as a symbol of regional idénéte Bal t an8s, O6The Fa
Nati ond.

26 Si bien parece evidente que | a eleraentocoisiatentteel | a pobl ac
sistema cultural andaluz, esto no significa necesariamente que se identifique con él ni que lo consideren como
Aimarcador o de su identidad como andal uces?d.
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process of hybridisation, Washabaugh belidiasthe role of commercialisation is viewed
differently by both scholars. For Cruces Roldan, flamenco emerged from the Andalusian
lower dasses 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 anmartferalso
develops the idea that flamenco has a universal appeal and a transgressive character,
something that Washabaugh is keen to build ugnd. (2012: 45). Washabaugh discusses
60t he processes through whi ch fAndalosamideatityi s b e
and a patrimoni al sy mbbal2018:17). IApadicalaruhe examinesa ut o n
the roleinstitutions (such as education and thedm) and philosophical apgaches (such as
KrausismandM der ni sm) havei pomiyaeldi $ at it hreé dpfatfrl a me
past and in its presefitHe argues thatontemporaryegional institutionsfollowing scholars
like Cruces Roldgradopta conceptual i sat i on -tafsmittefranmme nc o t
thepast &6 an deadb abakRol®:rl@. Iran attempto unite the Andalusian
people, flamenco is linked to a shared sense of history and ethnicity. He problematises this
conceptualisationdfamencq advocating -imaniermgd aordf @tr avlae o
of flamenco stylé one that embraces the futrather than the pgsuf flamenco and by
extensiorof Andalusia.

Washabaughoés chapt er ibid. 2012: 8 604)isonost relévana me n c o
for my research. Here, he explores the institutional supportattiay 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 institutisseion including the realms of education,

tourism and culture. He draws upon #lan Estratégico para la Cultura endalucialEng:

*“Some of Waidelasawil badischssed in more detail Chapter Bur.
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Strategic Plan for Culture in Andalusia), ayiéar plan where governmental initiatives for
the development of culture wiih the region (inlwding flamenco) are outlinedbuild upon
Washabaugho6s work by offering the most recen
flamenco with a closer reading of its link to political autonomy in Andalusia. | also contribute
to the debateaigarding flamenco and Andalusian identity (or regionalism as | refer to it here)
by offering an ethnographic analysis, thus far missirtgemelevant scholarshigiscussed
above By drawing upon field research and the tenets of political geographwy leoff
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 examed flamenco from a geographical perspective (briefly discussed above).
Firsttis Su8rez Jap -®GsodrdNHa ael ifcl @amenco, f 1 al
6Geography of FI amenc o Herd; $uarezedapénexaminedtheGe ogr ap
geography of flamenco (that is, the geographical distributionpbittg and f | amencod
geographies (that is, its social contexts and spaces). Howevariitheappears to be
underlined by an overemphasis on the Anslaloterritory. He states 6 FI amenco was
product developed in odiregion], a cultural fact inexplicable outside of the limits of
Andalusia, of its sociakconomic and cultural realityoverh e past t(Su@érezcent ur i
Japén 2005} WhileIfi nd Su§rez Jap-no6és geographical di
perpetuates a homogenised understanding of the relationship between flamenco and identity
in Andalusia.

Miguel Castillo Guerrero (20l Bdopt s a more Ol ocalistd ap
geographical interpretation of flamend@hile acknowe d gi ng Andal usi abds cel

the geographical point of origins in flamenco, he exploresahéibutionof one locality in

6 EI FIl amenco era y es un producto gestado en nuestr a
l 2mites de Andaluc?a, de su realidad social, econ- mic
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flamenco songHere, he examines the lyrics of Francisco Montoya Egea (known as El Nifio

de | a Huerta) demonstrating how the town of
the lyrics. The work of Castillo Guerrero is not dissimilar to my own. Invoking geography as
atheoretical discipline, he explores local readings of the flamenco complex. | also examine
notions of localism in the flamenco scene of Granada as a counterpoint to the correlation
betweerflamencoandAndalusian regionalisnHowever, | argue that flamenco is closely

tied to Andalusian autonomy and an institut:i
Moreover, | contend that this reading is, at times, subverted. On the one hand, flamenco is
capable of reflecting andhgendering Andalusian regionalism. On the other hand, flamenco

can reflect alternate readingsrefjionalism In this respect, find political geography useful

when trying to understand tlsemplexrelationship between flamenco and regionalism.

the nex chaptey| provide atheoretical framework for exploring music and regionalism in

Andalusia, usingpolitical geography aa guiding principle.
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Chapter Two: Music, Regionalism and Political Geography
The central focus of th 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 Andalusianess. However, a single reading of place and thus a single reading of
regionalism is problematic and often contested. In understanding the igehtigs at play
in a territory such as Andalusia, | argue that the theoretical tenets of political geography are
particularly useful. In this chapter, | offer a theoretical reading of regionalism. This reading is
centred upon acholarlyexchange betweegpolitical geography and ethnomusicology in
order to contextualise the relationship between flamenco and regional identity in Andalusia.
The relationship between music and geography has recgiveehttention. |
consider the ways in which geographers hgtudied music and conversely how music
researchers hadrawn uporgeography. In either case, political geography is rarely invoked
as a discipline. In this chapter, | advocate the use of political geography in
ethnomusicological enquiry. | draw upon thierk of the political geographers Frans
Schrijver (2006), Anssi Paasi (2009) and Kees Terlouw (2012). In particular, | invoke
Schrij verié5 modevwheré he cahsiders regionalism (as a batipideology)
afterregionalisation (as a tegpown pro@ss). | also examine the relationship between
regionalism and music. Here, | 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 musand regionalism. Finallyl,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 withinrAlalusia.

36



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 disciplimeran

geography, which is concerned with the relationship between humans and their physical and
spatial environmentsGenerallyspeakinghuman geography is a humanistic discipline

drawing upon research methods in the social sciences, rather than theatngpiantitative

and scientific methods associated with physical geografinmpan geographig divided into

a number of suffields making disciplinary definitions problematic, especially given the

fluidity with which geographers move across thesefseids In this study, my work is

informed by both cultural and political geograpRamenco as aulturalexpressions
influencedby the control andhe contestation oAndalusia as &erritory, which ardargely

political issues. However, it is politicageography that most closely relates to my theoretical
framework and so will be the point of focus hére.

Political geography is principallgoncerned with the control of space and place
advanci ng t hesisidtriesically geaytaphicafPairiter and Jeffrey 2009: 18).
Broadly speaking, political geography deaith two overarching categories, naméymal
politics and informal politics (Cloke et al. 2005; Painter and Jeffrey 2009). The former is
concerned with traditional political formians such as governments, political parties and
international relations. The latter refers to the-ttaglay politics that operate in social life,
outside of the institutional sphere. Here, issues of power and social relations are brought back

into the tkeoretical fold, reflecting the wider influence of cultural geography and cultural

! A spatial environment may not only refer @gritories, but also to social spaces such as class and gender. For

an overview of human geography as a discipline see Cloke (éhabgucing Human Geographies

2 Cultural geography is chiefly concerned with how humans function spatially in tetimsio€ultural practices

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

see Jacksomaps of MeaningMitchell, Cultural Geography and Nash, &éCul tural Geogr a
% The political geographers J&ainter andhlexJ e f f r e Pdiitcal Beograbhyprovides 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 exaopie,ofthe
research | 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 relati@t&een states,
most commonly referred to as geopolitics. This-dideipline of political geography,
concerns how political power is used over a given territdigrmally, geopolitics is
separated into tvapproaches: an active approach wiye@graphichrepresentationare
used for political purposeand a criticabpproactthatcritiquesthe use of geography for
political endsDue to the negative connotatiomssociated with active geopolititthe
discipline fell from grace and was often taboo ansbrggograpers. Since the 1970s,
however a critical approach to geopolitics has emerged that deconstructs the way in which
states, culturatlites, political eliteeindthe nedia maintain geographical politics through
discourse and representatfbRut smply, it explores how both negative and positive
representations of geographical places are engenderedearaturalised in society. By
extension, the ways in which these dominant representations are contested also becomes an
important dimension of critel geopoliticsWhile 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 teg;tane

act that may exacerbate underlying tensions regarding regional identity. | argue that flamenco

* For a usefubverview of geopolitics see Dodds and Atkinson (e@g)ppolitical Traditions

® Geopolitics was used as a way of legitimising imperialism and state expansionism from the nineteenth century
culminating in the appropriation @eopolitikby Nazi policy inthe Second World War.

® 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
cortribution of the French school géopolitique Pioneered by Paul Vidal de la Bladli845 1918), the

French school was perhaps the first to adopt a critical perspective by analysing the ideological foundations of
geopolitics. In particular, Yves Lacoste (1929) and the journ&lérodoteforeshadowed 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 tenes. $ e Ggpdlitgues de

gauché .
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is a useful vehicle for understanding these procesdesh are grounded in political

geographyin the Andalusian context.

Music in GeographicaResearch
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 placa?geography, a number of importantdi&s can be found that
address music, almost entireljthin the field of cultural geograph¥yraditionally, music
was of little interest to geographers due to its perceivably transient;|ptsceaturemost
studiesthat focused on artistic expressiaoked to the visual artBuring the 1970s,
however, there was an increase in muslatedresearchan era the geographer George
Car ney de gadenbagesof nausic géograpli@arney 1990: 37) Thevast
majority of these studiesere limited 6 the American contex@nd concernedither folk
musicor popular musicScholars wer@rimarily interested in mapping the diffusion of
musical styles and analysing the textual content of lyrics for geographical infagery.

Almostall geographical researcimenusic was published in Amerida the 1990s
however culturalgeographers in Britain began to examine music as Ratticular reference
must be made to the 1993 conference organised byndtitite of British Geographer§s T h e
Pl ace o(keyshbm etial.c1895, 1998 particular, the conference inspired a volume
ofthesamenam&hi ch exami nes how [d]darnfafiveoftent spati a
sounding and resounding of sicb(Leyshon et al. 1998: 4 this way,the geographer

Susan Smith (1997) argues tlwatlturd geographers sougtd examine how music is a

Al so see Carney, OMusic Geographyd. Carney believes
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 6éconservatismbé of previheus schol ar
anthropological turin geographical enquiry.

8 For a closer discussion of research directions in mu
OMusic Geographyo6; and Leyshon (et al.), O0The Pl ace ¢
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product of different cultural and physical spaces. At this tsakolars from the secalled
school of O6newd cbedinhingtoaraw upen @ritishayptirsiudies and e
principles derived from the social sciené@herefore themes such as nationalism, class,
identity politics, minority studies and ethnicity began to appear in geographical analyses of
music. This theoretical direction has continued intatwenty-first century with a number of
geographical contributionggpeciallyfrom British geographers) that discuss music at
different spatial level$®

There are a number of limitations with the current geographical literatungusic.
Even inrecentstudes many scholars focus ohmerican populamusic andolk music,
British musicor westerrclassical music (from a historical perspective). Despite a handful of
examplegKong 2006; Waterman 2006tihis body of researatioes not address navestern
musial traditions There has also been little interaction with ethnomusicology and rarely are
ethnomusicological works @itl in geographical publications.gAshow belowthis is a
problem replicted in ethnomusicology as welR)further limitation appear® be the under
representation of political geography when it comes to musical resegaten the fact that
interdisciplinary fluidity between the geographical slikciplines is relatively recerite
absence of research concernpaijtics and music iperhaps not surprising. Yet this is a
fertile ground for research, which | hope to demonstrate with this dtadyuethat a fruitful
exchange betwegolitical geography and ethnomusicology will strengthen research

regardingmusic and political spatisiation

For more on 6new g@ubuplGegytaghp. see Mitchel |,

1% pertinent examples of this scholarship inclikdl and Johansson (ed§pund Society and the Geography of
PopularMusic Connelland GibsonSounds Tracks and Hudson, OTRejayrinalGecsloumal d Pl ac e
also published a special edition on music containing a number of articles that explored themes such as
nationalism, cultural politics and minority studies.
issue of Social and Cultural GeographglMne 6/5 (2005). In particulare e Ander son (et al . ),
Music and Soundd.

1 Again, there are exceptions. See Connell and GitBomdtracks Kong, O6Music and Mor al
and Water man, 6Variations on a Hebrew Themed.
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Geographym Music Research

In ethnomusicologythere is also limited theoretical exchange \itiman geographyVhile
placebased identities are often integral to ethnomusicological resegadraphical theory

is normally implicit rather than explicitVhile there are a number of ethnomusicological
studies thainvoke geographical themes, theédy not directly referencgeography as a

discipline Bruno Nettlargues hat constructi ng muwarldlaabeendécar t c
one of the longerm ambitions of ethnomusicologigisettl 2005: 32038). He

acknowledges he i nf | ue n c eon Anericancanttrdpaloggadthe infrience @f
Kulturkreisin German scholarshipn ethnomusicologisis the earlytwentieth century. He
contends that ethnomusicologists were primarily interestethpping musical style,

structure and instrumentatiohThis tradition of comparative musicology and musical
mappingwascontinued after the Second World Wianost notably witltAl an Lo max 0 s
(1968)cantometricgproject. In this study, Lomax employesaq u-stisntificdapproach to

map the folk musics of the woridto 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 asdistribution’?

Af t er L oma x 0 sicabmappamgnpthiersstudiésvokedlgsographical
methodghowever implicitly)to understandhe distribution ofnstrumens. In particular, the
scientist ad musicologist Laurence Pickenrenowned for his geographical (and broadly
zoologica) approach tehe diffusion of folk instrumentsom Central Asialn his seminal
work Folk Musical Instruments of Turkegyicken(1975)invokesenvironmental determinism

by relatingthe constructionthediffusion andthe meaningf instruments to environmental

12 The earliest cmparative musicologists it¢ field (such aBéla Bartk, 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 adjtieat early comparative musicology had an underlying

geopolitical interest.

BLomax6s work echoes that of the American anthropolog
atlas of the culturesf the world
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factos®l n particular, he proposescomngaresha erm 6o0r g
geographical distribution of instruments with the distribution of flora in Tyraeyuing that
the latter influenced the formation of the form@€ontinuing with this themetSe ven Fel dd s
(1994)workont he Kal ul i of Papua New Guinea is an
immediate physical environmerihét is,the rainforest in the Kaluli context) can influence
musical style and aesthetics in such a profound*tay.

More recently, ethnomusicologists and other music scholars have explicitly drawn
upon geographical theory to inform their research. A case in point is Adam&sms2 0 0 7
monographMusic and Urban Geograph¥Krims draws upon the stdiscipline of urban
geographyto examine how music can represent a city. Moreover, he considers the different
ways in which music is produced and consumed in varioudaggd contexts. Conferences
have also emerged where geography appears as a common theoretical pef§pedctifvee
geography has emerged as a theme in interdisciplinary confeféSmmse scholars have
even invoked political geography in the context of regionalism. The Irish scholar Daithi
Kearney (2007) considers the application of geography to Irish traditiorsat .nhike me,
Kearney seeks greaterentisciplinarity between music and geograpHg considers the role
institutions have played in creatinegsé& auondi q
in engendering different conceptions of national tdg@midst the commercialisation and
the globalisation of Iristmess (Kearney 2007: 135). Similarly, the ethnomusicologist Stefan
Fiol (2012) draws upon scholars in political geography when examining regionalism in

Indian popular music (discussed belothwever, on the whole there is a paucity of research

1 For more on environmental determinisankey elerant of early cultural geographgeeMitchell, Cultural

Geography.

5 More recently, Tina Ramnarine has examined how the environment shapes musical concepts and creative
processes. QeoasteRadogyh adi genedty and $ymhhoni YvaRkeapt? 3 i
YFor example, the 6Musical Geographies of Ceid@ral Asi
May, 2012).

YFor example, 6Hearing Lands c alpe&niersiyof Odoadl(I8Y MaySense, T
2012).

42


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

drawing upon geographical paradigms, particularly from political geography. | argue that
political geography is important when considering the relationship between music and
regionalism. Further, | contd 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, | have used the terms region, regionalism and terrgemiagly interchangeably and

without theoretical explanation. It is now necessary to define exactly what | mean by region,
drawing upon political geography and other related discipffidegion has multiple

meanings depending on the context and the $zatide. In physical geographg region can

be understood simply aggeographical spaaefined by physical boundariésuch as

mountains or rivers) 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 socipolitical territories at various spatial scales. A territory is often

understood as a place invested with meaning and is composeamagof interrelated

human O0spaces 0,the politicalandthesculttrdd (night 4982 &1l7)
Similarly, the political geogr apdepeopleAns si Pa
inhabit it collectively, it is political because groups fight to preserve or enlarge their space,

[ and] it is cultural because it lamwooricaanechs c ol

with the idea of regoesons as territories or 6

8 The body of literature regarding region and regionalism is large. Therefore, | will draw upon a few key works

whichare most relevant to this study. 3¢e at i ng, OEur opeani sm and&andRegi onal i s
Territorybo; Paasi, O06The Resurgence of t HeltcAiRegi ono an
Geography Rokkan and Urwin (eds},he Politics of Territorial IdentitySchrijver,Regionalism after

Regionalisation and Ter | ouw, ToéhFrno nkeTghiiocnka I l dentities?6.

®The word region in fact derives fr omderlibehfornomt i n wor d

informationsee SchrijverRegionalism after Regionalisatippp. 21 24.
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The region as a territory nornhalkefers to two spatial scales, namstypranational
and subnational. The former refers to territories that are larger than states, often comprising
multiple states within a single, overarching region (for gxarihe 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:
6l n many cases st alyestablishmyregiocabaliidncenvenite f or c e s
simultaneously decentralising or devolving some of their power and traditional
responsibilities for regional deBdv20090lpSment t o
This is contrary to the argument (commduring thel980s and 1990s) that the nation state
would lose its power as a political structure. Even early Frgaopolitiquescholars were
debating the future existence of the nation state. Yves Lacoste argued that the nation is
6sandwi c h etdrnah supranatienal arel global forces and internal,
regionalist/localist forces of fragmentation
nation state has retained its prominence even amidstsaposmal pressures, sulational
forces and thglobalisation of economic markefBhe political scientisMichael Keating
(1995)argues thaby devolving powers to regional territories, natgiates can free up
economic resourcedoreover by suppessing any underlying separatigmjfion statesnay
in fact maintain hegemony and national urfgating 1995; Terlouw 2012: 70708) At
the supranational level, creating more regions adds to the competitiveness of a state,

particularly withinthesee al | ed OEur ope of the Regionso6 (P

Regionalisation and Regionalism
The increase in both supnational and suinational regions since the 1990s shows that
globalisation has not resulted in a reduced number of regions. | am concerned primarily with

subnational regions. In recent years, notions of regional identity hasgrieemore
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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. Howegamseare not fixed but are

6institutional structures and processes that
Abeingodé (Paasi 2009: 133). | inationalregians t o ad
come into Obeing6. Iitona flachenco withim Andaludianrsacietg nd t h

it is important to understand how regions such as Andalusia gained autonomy.

Accordingly, I find it useful to draw upon the work of three geographersrticiplar
to understand how regions are formed (P2869; Schrijver 2006; Terlouw 201Zchrijver
defines two inteelated concepts: regionalisation and regionalism. Before addressing
regionalism, it is necessary to examine the process of regionalisation. In this process, national
governments decentralisenation 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 andé&miidation
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. AsiS¢ghv er st at e s:
creation of regional administrations also means the creation of institutions that create, adapt
and spread symbols of the regiond (Schrijver
regions possess similar autonomous powers)céimtre 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
Oi nstitut fregions (Paasi ad09: 1336} a process which occurs over four

interrelated and continuous stages. First is
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boundaries are defined and the region is distinguished from other spatial units. Normally,

such terriprial distinctions are historical. However, in the process of decentralisation regional

territories and their borders are defined at

which refers to the process \wltansokdatdao f f i ci al 6

regional identity. Here, | argue that culture (and by extension, music) is a crucial way in

which this process is achieved. Third is 0O0in

development of informal and formal institutions that arededdo produce and reproduce

ot her ibith 200% E35).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

6establ i shment 6 o identitydsgortoapedhirough earioes nregiums o n a |

(suchasthemmdi a) . This is to consolidate the regi

identity as a part of social consciousness. Moreover, the establishment of ag&dien it

is accepted as amutonomous territorytather spatial scales (suchaghe supranational

leve). n a commentary on Paasi 0s work, the geog

four shapes interlock they reinforce each other and generate institutionalised redicams wit

strong regional identityod (Terlouw 2012: 7009
Terl ouw goes further by examining the 06ty

created by administrations as part of this institutionalisation process. In particular, he uses the

analyticalconceps of o6t hickd and o6thindé regional ide

regional governments mobilise regionalism (that is, identification with a region) and increase

regi onal competiveness. O6Thickd r e gssessn al i de

long histories and strong identities. They are often harnessed by institutions in constructing

an o6officiald regional identity based upon a
territory. OThind identit iimalty, edbmmiever, have
devel opment and regional competition. I n Eur
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aspiration for greater European integration and the consolidation of foreign relations
(Terlouw 2012: 70012). However, Terlouw argues that thesalgtical categories should
not be seen as a dichotomy but as the end points of a contirhidn2012: 717). Regional
institutions often mix o6thické and 6thind re
economic development they [regional governtapfocus more on thin elements, while thick
aspects of regional identity ar e ibids261@2: t o mob
717) . I contend that these categories are us
marketed by the Aradusian 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 reaSdbi.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 amoagstizenry plays an important role in the

regionalisation/institutionalisation of regior&chrijver (2006) sees regionalism as distinct

from regionalisation in that it refers to a group of people who view themselves in relation to a

particular territoral concepit he r egi on. I n this way, a proce
citizens of the regional territory create di
6otherd (that is, the nation st atnBenedicBchri jv

Andersonés (1983) notion of O6i magined commun
the smallest nation will never know most of their felovembers, meet them, or even hear

of them, yet in the minds of (Adersdnld983.6)es t he
For Schrijver, regionalism O0conceptually ove

Like in nations, the citizens of regions for

? These includeineven development, politicpérsuasionand ideological reasorfsuch as democracy

following dictatorships See Jones and Keating (ed®)e European Union and the Regipns Paasi , 6 The
Resurgence of the fARegi on 0 Regomilisi &terdRegommakbshtipahdd ent i t y 00 ;
Terlouw, OFrom Thick to Thin Regional Il dentities?6.
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symbols, histories, traditions (invented or otherfjsard languages that help to construct a
shared regional identity. However, unlike in nations these shared elements are not necessarily
deemed as O6officialé symbols of national I de
As such, regionalism may emengbenthecitizens of aegionbelieve ttat there are
sociocultural as well as political and economdisparities between the cenftbat is, the
state)andtheperiphery(that is, the region). In unitary states where national unity and
identity arestrongpt he cent r e wipblitical anel echknomiodoreimascel r e i t s
through an efficacious system of administrative control, and to create unity out of diversity
through a constant and conscious policy of caltatandardizatioh(Rokkan and Urwin
1982b: 8) However, some regionalisms migke 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 néion 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 thal regiona
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 natiorlaand supranational politics. National governments are increasingly
concerned with the notion of regional identity-asis national identity. The EU, too, has

taken regional identity as an important part of its social cohesion (or regional) policy (Paas

%L For information regaiidg the invention of traditions e @  Ho b s b a w m; Invénting Traditiotéi.c t i o n
According tothe historian Ericdobsbawm, many of the national traditiomsh which weare familiar were in
factinvented 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)?As Paasi states: o6ldentity is [é] wunders
worldwide, in the promotion of social cohesion, regional marketing and economic

devel omhich&009: 838)( Schrijver (2006), however, argueswiale muwch attention

has been paid to regionalism and regionalisatloere is little research regardinggionalism
GfterdregionalisationGenerally speaking, Schrijver believes that regionalism after

regionalisation has been largely suafekin his threecases studies, namedfyance, 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 i both their region and their natiowhile | agree with
Schrijveroés conclusion, | wish to bring the
within the region itself, the regionalisation process can engender issues regarding identity and
margnalisation between the smaller spatial units that make up the region. In other words, |
argue that regionalism may be fragmented byregiional and localist trends. Here, the
centreperiphery model is useful for understanding fragmented readings of aégronn a

context such as Andalusia.

Resituating the CentrBeriphery Model

The work of political geographers such as Paasi, Schrijver and Terlouw is often predicated on
the centreperiphery model, even if they do not invoke it directly. This modebemon 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 pveemally the state). This centre

often homogenises and normalises dominant values. It also controls economicuiacab

and political resources (Strassoldo 1980). The periphery, then, is a marginalised territory

% Also see 4http://www.euractiv.com/regnak-policy/eucohesiorpolicy-20142020linksdossier501653>
[ accessed 2 November, 2012]. This policy aims to remo
be explored in more detail in Chapter Five.
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(such as region) that is subordireato the centre. The historian Hamilton Sta&0l07)
argues thatthecentree r i phery model, and it sZ®emengeit er par
in the 1970s to O6describe the apparently opp
nati onal i 200W0172). Be balipved that because of tensions between the centre
(through nationalism) and the periphery (thr
empire, creates a unique new identity in res
(ibid. 2007: 172). In addition to the cenfreriphery model, internal colonisation refers to the
way in which a 6centred perpetuates cul tur al
peripheries. For many scholars, regionalism is best underst@oésdtof these two models
(that is, centrgoeriphery and internal colonisation).

In the Spanish context, Stapell (2007) argues that the egatighery 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
subonatsma@lin Spai rSineeiha tcassitidn hoelemb@acylirs1978 (and
indeed since the appearance of regionalism in thenlatteenth centry), Madrid has been
cast as the guilty 6otherd in many regional:]
centreperiphery model of regional development has become, by default, the standard
analytical model used to explain the creation of neworeg) identities after the end of the
dictatorshipd (Stapell 2007: 171). He argues
went through the same process of regioiiding following the transition with little in the
way of national sentiment. Accordjrio 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.

% The term internal colonisation wdirst proposed by the sociologist Michael Hechter. See Hethtemal
Colonialism
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| argue that the centigeriphery models also problematic in the Andalusian context.

However, unlike Stapell, | do not propose to reject the model altogether. Rather, | wish to re

situate it in the context of Schrijveros wor

framework that can be appli¢d the flamenco context. Following the regionalisation prqcess
a new dominant cent@nemergewithin the periphery. Here, regionalisation may take on a
6qgumaatii onal i st &heobjeativearégmmal govarenrer 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 wheodficial6regional identity supersedes ather

forms of identity. In the Andalusian context, the regionalisation process has in fact
engendered suiegionalism in the form of the movemd®iataforma por Andalucia Oriental
(henceforth referred to alse PAO). This movemerdeeks autonomy for Ea&hdalusia

while retaining Spanish nationality. This reveals a contested reading of regionalism. Even
beyond the calls for sutegional autonomy, the existence of localism also needs to be taken
into account” The regional and the local are often conflatedregion viskvis nation is still

the most predominant syllogism. However, | argue that the local complicates regionalism and
regionalisation, particularly when institutions attempt to inculcate a unified regional identity.
| argue that music can help tinravel the polyvalent and the fragmented nature of

regionalism.

Regionalism and Music
Music, Identity and Naticalism
The literature on music and regionalism is limited in ethnomusicology and in its cognate

disciplines. This may be because the nasiate has traditionally been the key focus in

% n the context of flamenco, localism will be explored in Chapters Seven, Eight and Nine.
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ethnomusicological research concerning pllaased identities. Some scholars have sought to
resituate the nation state as an important spatial unit when considering the relationship
between music @ahplacebasd identity (such aBiddle 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 &orona and MadridGonzalez 2008). It is possible, then, that
the reion 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) oftengbawa wealth
of research concerning music and nationalism. Therefore, before addressing music and
regionalism, | will explore the role of music in placaseddentity through the frame of
nationalism.

Music and placérased identity has received much attention in ethnomusicology and
related disciplines. The important interdisciplinary voluvhgsic, Space and Pla@sldresses
the many ways inwhichmusicb ot h as a crasaformofeonsguptianct i ce an
[ € plays an important role in the narrativization of place, that is, in the way in which people
define their relationship local, everyday surroundind@ennett et al. 2004: 2§.By
acknowledginghe ability ofmusic to invoke place, scholarsvieaaddressed various related
themes Thesdanclude: the use of musim the dominant constructions of place through
nationalism(such adBiddle and Knights 2007; Bohlman 2004; Folkestad 2002)way
music is used in the contestation dnhenegotiation d place(such amoff 2008
McLaughlin andVicLoone 2000)and the transcendence of place through deterritorialization,
globalization and global musical cultu®ich aBiddle and Knights 2007; Corona and
Madrid-Gonzalez 2008; Frith 2000iowever, howdoes music symboliser construct

perceptions of place? In what ways does mumsiest a territory witmeaningHere, it is

% Other pertinent sources include Connell and GibSound TracksLeyshon( et al . ), 6The Pl ace
and 61 ntr odu c(edi) BtimGity, Idamitd andMusik e s
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necessary to examine literature concerning identity and identification in order to
contextualise the power of music to invoke pl&te.

The term identity is perhaps one of the widest used in ethnomusic&egy.so,
Ti mot hy Rice has argued that ethnomusicol ogi
category of saal life and of social analysi§Rice 2007: 20§’ He argues that iakity is
undertheorized within our fieldBy grounding the term ithewider non-musicalliterature
Rice believes thathnomusicologists an add o0t heoreti cal moi stur ¢
gardeno6 ( Rilecpmrticilarliie work3apelcpltual theoristsStuart Hall and Paul
du Gay(andespeciallytheir 1996 edited volumeQuestions of Cultural Identifys pertinent
for ethnomusicology and the discussionheta | | (19 9 6 ) identdicat®rdoto he t er m
situate identity as a process orextming. For him, identity is constructive ahdd. People
may possess multiple identitidsatemerge in any given moment or coxttédall contends:
Odentities are never unified, and in late modern times, increasingly fragmented and fractured;
neversingular but multiply constructed across different, often intersecting and antagonistic,
discourss, practi ces and pmotleicantextaf myGtudy Hhesillid 1996 : 4
model of identityis relevant. In Andalusia, regional identity is often stoncted as a fixed
concept, particularly at an institutional level. | argue, however, that regionalism in Andalusia
is plural and fragmented. | contend that flamenco is a useful vehicle for examinidgvop
identity building and th@egotiation andhe contestation offeltdidentity in Andalusia

The way in which music can create identification with place has received much
attention in musical scholarstipHer e, | return to Riceds (2007

music in identity building. He propes thamusiccan reflect or symbolissome

% The literature concerning identity is vast and hotly debated. The wider theoretical concern of this study is
regionalism and the application of polalggeography to ethnomusicological enquiry. Therefore, | will provide
a brief overview of the elements of identity theory that are most relevant to this study.

Al so see Rice, 6Call and Responsebo.

2 n particular, two scholars have proposed a fluid ephof identity and music, sitar to that of Hall and du
Gay.See Frith, oOMusStokes@inmt d dewdtiitgdd. and
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fixed/essentialised notion of identity. In thigy, musicis oftenused by institutions to
externalise a communal sense of iddgntHe also referso amorefluid and plural
understanding of identity; a soegion of identity that is neithestaticnor essentialised. In

this sense, subjects may possess various idenktiesic can be a vehicle through which
these identities are constructed as lived experidRiceconcludes by examining what music
contributego identity. Here he outlines foukey elements (Rice 2007: 836). First, music

can give symbolic shape to an existing or perhaps essentialised concept of identity, best
exemplified in the context of nationaligisee below)Second, music gives peophet
opportunity toshareidentity, to see each otherinactigthi r d, musi ¢ fpelves i d:¢
or af f ec t(ibidv2007936)&ihaillyt mugic may also give power to subaltern or
minority identities(such agyitancsin 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 ethnomusicologyperhapshe mosexemplarywork on music and nationalism is
Philip Bohl manés study o fThéeMusicoopEerapganmu si ¢ a l n
Nationalism Bohlman(2004)identifiestwo types of musical nationalisationabmusic
anddationalisbmusic.6 Na t i o n eah Ibe umlarstdoctas music that creates a sense of
belongingtothenaton For t hose people that idieatify wi
way of directly experiencing nationalie nt i t y. b wn B wb lugcathraugh s
power of unisonality, will render meaningful the representation of national identity that forms
when t he nat iasiispeseBoblthan 204 T8klereg Bohiman invokes
Ander @aB3tdesr m o6 u nreferrngitatheiwagyndvhich people experience a
sense of (§@dndtgueasharedrnatiensl £ansciousngsbrough national cultural

practices and traditions suchragionalanthemsFor Bohlman, folk music in particular
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invokesa pure, unchaging national paghat is reconstructed in the presdbring the
nineteenth century, folk music was used to e
representation of national identity.

Music can also becon@rationalisé ,  wthiseappeopriateddr overtly political
purposesl n 't hi s way, musi c can dlgainguhe potiticl o é mobi |
concept of the state withe cultural concept of the natiofhe state may control musical
production through various means sashconservatgs, universitiesnd the redia in order
todemarcatenu si cal | y a n ®Duringahe disetednth nentdry folk rausic was
used in an almost geopolitical sense to represent the purity of the nation and to validate a
stateds t er rFkutthermorea during theinetebr@tir andeeartyventieth
centuries, folk music wsappopriated by mostly middielass art music composefihey
situatedita® pur ed and Onatural 6 nat i oByeombiningl k s onc¢
the folk with the art, such composeepresented thusical prowess and national character
of a ndion state in Europeaculture. These nationalist composers became recognised as
national musical herods/hether they had intendéd or not)?° Beyond the realm of folk and
art music, the nation can also be realiseasically in a number of other overtigationalisb
ways. Thenationalanthem is the most obvioegampleand provides a suitable way of
mobilising the nation espexdly within specific contexts (such asrfare and international
sports competitions). In additioBphlman (2004) argues thiatilitary music is another way
of mobilising the nation andf inculcating national identity.

Bohl mands di f f énatemafandénationalisbmbsie echoesthe
constructivist and essentialist conceptionglehtity discussed abové.Nat i onal 6 musi
demonstrates how music is used to construct and to experience national identity from the

bottom up.n this respect, the musicologistfan Folkestad argues that music is a way of

Y Forexamplseezd z i ,s §@Nvat i onal Anthemso.
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internalising national identitya pr ocess of (Bdkéstdd2 156)0 o K i
O6Nationalisté music on the other hand, is a
externalisinghational identity through musical appropriatiiolkestad callshis6 o ut s i d e
I oo ki (ibid. 20021 B56)However two questionsarise that need to be highlightedrsk
to what extat does the citizenry of a natistae identify withnational music® Second, what
type of music is used to represent the nation state?

The firstquestionhas received limited attentipmog studies focusingn the top
downuse of music in a nationalist contebkibwever,the way in which musical nationalism is
received by citizens is important to considgre Spanish national anthem is a pertinent
example. The anthem remains without lydice to the association of its original lyrics with
fascism during the Franco regimesdent attempts tewrite lyricsfor the anthemwvere
received negativelyparticularly in regins such as Cataloniehich is officially recognised as
a oOnat i owherd thetes/aStrorgsaehse of regional nationaligfowever,where
regionalism is strong in Spain, regioaathemdavetheir own lyrics. The secorgliestions
importantfor the context ofhis study. Very often,thé o f f i ci al 6 mofai c al nat
nation statevill draw uponelements from the peripheries such as ethtyiesor 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 Spdnisé. Where centre
periphery relations angroblematicor where peripheries have more autonpthg
appropriatiorof music can creatiensions. Regions may seeldtedtee r r i t or i al i se 6
musical traditiongLevin 1993)*° In Andalusia the regional geernment has sought to-re
territorialise flamenco as a symbol of regional ideniitye music scholars laBiddle and
Vaness&nights touch upon thisissue T h e y hée prgcass of Andlalusianization is

modelled on thoseery samanationalist discourses which founded natiddeologies in the

%n his article,Theodore_evin explores the ways in which institutioimsUzbekistan have reerritorialized
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 placé(Biddle and Knights 2007: 12iiere, it is necessary to examine music in a
regional context, to explore how music can be used for regional identification anddaow it

take onnationalistproportionswithin 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 onsational regions that may or may not have
autonomy within a nation state. The majority of the literature conagnegionalism 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 featuriethe 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 andaegjisation/regionalism. | will examine
critically these themes, before movingtordevelopmy own theoretical framework.

One theme is the institutional use of music in regional contexts. In an article by the
cultural geographer Ray Hudson (2006), misiewed 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" In regions where #re has been significant deindustrialisation, Hudson
argues that music may be used to instigate economic development through tourism and
throughthe development of culture industriéfowever,the process of musical

institutionalisation may take on natidisa characteristics in a regional conteXtcordingly,

%1 |n the Greek context, Dawe also examines the ways in which natimtifliiions 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 towardstheceptrer i phery model, Dawe argues: O6The
the centre of the musical life of many Greeks6. This
fl amenco. Rgeml Vbaesiea Nattonal Soundsoape p . 176.
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music may be associated with fixed or essentialised conceptions of id€higtynay be

particularly apparent in regions that have gained autonomy and even indepefdence.
Otherscholars havéocused on the use of music in reinforcing regional ideatithe

level of felt experiencePut simply, music becomes an important tool in creating the regional

60i magined communityd. However, some research

to reprasent the national (both within and outside of the nation). As discussed above, this is

most certainly true of fl amenco where it has

Spanish national identity. In other research, the ethnomusicologist Memad&h Lucas

(2000) shows howsuachoregionalism 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

rur al peoples of Brazil 6sr plasnd,y ad Gmattihemal

regional 6 has o0ccur Gaichomudiclhasdecom2 Bntb@maticlolaph. Her

idealised, folk O6herodé pertinent to Brazilia
Scholars have also explored the role musicgpiaychallenging 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 discgsitd unity and socialist egalitarianism. She

argues: OExpressions of regionalist senti men

proclaimed by all Cuban governments during the twentieth century, but particularly the

Castro regi me 6(28B3).&Slkerxpleresth@vrmusiclrough 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 mmsic is used to connect to and to disconnect from France in-atante,

an island that belongs to Guadeloupeddministrative divisiorof France) For Emoff,

32 For example, the role of music in demarcating Irish national identitywioitpindependence has received
much attention. See Kearney, O0OCrossing the River 6; Mc
Musics6; and O6Connell, O6Major Minoritiesbo.

58



music plays an integral rol enahioabss-uobt asg
Galante.

In some contextgegionalism can be seen as a regressive force. Here, musicians may
frame their practices in national terms, even if regional variatiortglendo exist. In his
doctoral hesis, Jeffrey Michael Grimes (2008) explores thiy ¥&sue in the context of
North Indian classical music. He argues that in Hindustani music research, scholars often
bypass region and regionalism, instead focu@mdyis view)on Marxist approacheds such
issuesas patronage. He states tfmtmany mugians and fanghere is a widelheld belief
that Hindustani music is Oprimarily a nation
coherence that cuts across regional or state
that many musicians arefatmed 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
nationaisation 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. Grimegatdat
ethnomusicological research is particularly useful for uncovering subtle variations in style
(through musical practice) that reveal deeper social meanings. | found this approach
particularly useful when trying to unravel the distinction betwelerca 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 seiment in Uttarakhand, a regional state in the Indian Himal&yas.

Contrary to Grimes, he believes that regionalism has become a politically and an

33 Autonomous regions (that is, those territories that have their own governinehis)yederal State of India
are referred to as 6éregional statesdé in Fiolds articl
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economically advantageous policy across much of Asia, including India. He argues that
federalism in India halseen 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 t han regionalisation. He states: OAlthou
organization of the political machinery of the state to ensure administrative expediency, it is
more fundamentally a process of delineating and maintaining sociadl@oes between in
groupsandowyr oups through a repertoire of shared
450). While Fiol does briefly address the institutional development of music, his primary
concern is the affective role of music in constructiegyonal identity. In particular, he
explores how popular music played a part in forging regionalist sentiment during a period of
regional state elections.

| aim to provide a more balanced understanding of the relationship between
regionalism and regionals at i on, parti cul aarduyentingeed,Invoki ng
contendthat one of the shortcomings of the research concerning music and regionalism (apart
perhaps from Fiol ds wor k) i dernisreggondndc k of t he
regionalism | 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 concepflate 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 examingsiarand regionalism has focused on
nonEuropean contexts. When considering plaased identities in Europe, the nation state

has arguably retained its dominance as the primary spatial unit of analysis. | contend that the

60



region and regionalism deserve mattention when considering musical traditions in

Europe.

The Theoretical Framework
Regionalism after Regionalisatiand Music
Throughout this chapter, | have argued for the application of political geography when
considering the relationshipetween music and regionalism. While | have sketched some of
the theoretical models relevant to this relationship, | have yet to state exactly how I intend to
invoke them in my own research. | argue that the work of Schrijver, Paasi and Terlouw can
be appled to the institutional development of music in-sational 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 itselfimistysi
be used to represent a O6thickd regional iden
bel onging) and a 6thind regional identity (t
development and international relations). In Andalusia, leatgat the regionalisation of
flamenco is visible at an institutional level. As | show in Chapter Fitlee inclusion of
flamenco in the revised Statute of Autonomy (2G8Part of a wider effort teonsolidate
regional identity in the twentfirst century in Andalusia. Moreovetegal instruments (such
asheritage policies) may be used in some contexts to safeguard musical traditions belonging
to a regionas is the case in Andalusia
As part of the orgoing process of regionalisation, institutions edso be created to
develop musical traditions that belong to the region. In 2005, the Andalusian Government
used its autonomous powers to createfthencia Andaluzgarael Desarrollo del Flamenco

(Eng: Andalusian Agency for the Development of Flameheogceforth referred to as the

34 Chapter Five develops this theoratiframework in much more deptpecifically in relation to the
regionalisation of flamenco.
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AADF),*> an agency designed specifically for the development of flamenco within and
outside of Andalusia. This element of the re
notion of institutional shaping. Music may alsiay 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
6est abl i s h 6aad) egionvandrégiorgl ideritied? Often, however, institutions

develop a specific and a sometimes homogenised reading of a musical tradition. Institutions

may also determine the boundaries of a music

(@}

teifal ®oshapi ng i rnthe Ardalusiancontexhe stashadamisation or
0r e gi on aflameneostyleanaydengerfder negative responses, particularly where
flamenco reflects alternative plabased identities.

In my framework, region&m is used in much the same may as the research
examined above. In the context of music, | view it as the process through which the citizens
of a region use music in their own seléntification. Put simply, music underlines the
creation otoamudi mgggiaeda regi onal l evel. [ n
concerning identity formation, music can be used to construct a place as lived experience. In
other words, for some, experiencing flamergexperiencing Andalusianess. Place and
identity are invoked at the level of felt experience through an engagement with the flamenco
tradition (either as producers or as consumers). Howevernhare interested in
problematighg the ofterfixed correlation of flamenco with regional identity. In Scheijv 6 s
terms, regionalism after regionalisation may not always be successful or unified (at least in a
musical context). | argue that ethnographic research through music helps to reveal alternative

readings of regionalism.

% This later became the Instituto Andaluz del Flamenco (Eng: Andalusian Institute of Flammemceforth
referred to as the IAF
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While | 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 problematsg the regionalisation of flamenco,dveal a contested and a
fragmented reading of regionalism in a number of ways. First, | show that regionalism may
not always align with the regionalisation process. | consider the PAO as a good example of a
subregionalist movement that directly contestsdalusian autonomy and identity. Here,
fl amenco is constructed as both the Andal usi
astAndal usi ané regionalism (see Chapter Six).
Andalusian regionalism are aligned, institutioeal f or t s ma ytoobregionalistowe d a s
institutions may baccused of marginalising the contributionsdfsts from certaitocalities
in Andalusia. Accordingly, | argue that the cerpexiphery model is useful in understanding
supposed marginahtion 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, | argue that they are different phenomena.
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 ¢es at work here. Regionalism and regionalisation are
also influenced by supnaational policies. As discussed above, the EU viewsnstilonal
regional development as a key component of sapt@nal politics. In turn, regional
governments may seektoce ol i date a o6thind regional i dent
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 pdicies. In the context of music, the recent increase in the importance of tidraha

heritage policy (such dabe safeguarding policies of UNESCO) may have an impact on the
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regional development of musical traditions. In the flamenco context, thigtiisgoer 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 tlevelopment 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, |

will now provide an overview of ICH and muas

Intangible Cultural Heritage and Music

In recent years, the topics of heritage and safeguarding have become more prominent in
ethnomusicology. I n part, this is related to
endangered musical cultures thharacterised earlier ethnomusicology (Grant 2012: 31).

Applied ethnomusicology has emerged as adisbipline where scholars seek to counteract

t he | aregceo néosmoicci,o pol i ti cal and technological
threaten musical dersity (bid. 2012: 32). As such, many advocates of applied

et hnomusicol ogy 6argue that the goarustof et hn
be to make a di ff er enibice20L2n4l)t Tiis imperatwehasatsd i t s
beeninf uenced by the consolidation of UNESCOOGSs
UNESCO approved th€onvention for the Safeguarding of Intangible Cultural Heritage

(henceforth referred to as the Intangible Cultural Heritage Convention or ICHC). The

Conwention was first put into force in 2006 and consistetivoflists, namelyhe

Representative List of the Intangible Cultural Heritage of Humamtithe List of Intangible

Cultural Heritage in Need of Urgent Safeguardifige ICHC and the earliétroclamation of

Masterpieces of the Oral and Intangible Heritage of Hum#&bh@97, 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 traditidhs.

Numerous debas 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 recgnition. According to Article 2 of the ICHC, ICH is defined asfie practices,
representations, expressions, knowledge, skils well as the instruments, objects, artefacts
and cultural spaces associated therewitiat communities, groups and, in segases,
individuals recognize as part of their cul tu
however, this definition is ambiguous and can encompass many practices. He states:
ORecogni zing intangibl e cul t unotdahatobvieusandiage i n
someti mes befuddlingd (Kurin 2004: 69). In t
problematic given that any one flamenco genre (or even a galglecould be recognised as
an ICH. | suggest that flamenco is too laageadition for a single declaration. Many genres
within flamenco are struggling to find their voice and, as appears to be the case with the
zambragitanain Granada, they may disappear altogether.

In ethnomusicology, there is a growing body of literatconcerning the impact of the
UNESCO Convention and other national heritage policies on threatened musical traditions
(Grant 2012; Howard 2012a; Seeger 2089 i t h Howar dos ( RMisit&sa) edi
Intangible Cultural Heritagas a pertinent examelof the literature regarding heritage policy
from both a national and an international perspectiiéne book examines the ways in

which heritage policies have functioned in four East Asian states (China, Japan, Korea and

®For a concise overview of UNESCO6sAhkawaryoé6andHt beod
Over vkemwidfi egew@a di ng | nt angi bSmiha@@wrkagawa (addptadgiblei t age d; an

Heritage Interms of musis e e Gr ant , ORet hi nki ngMusceas$ IetangitkderCdituralg 6; Ho w.
Heritage and Seeger, OLessons Learned from the | CTMb.
%Thevoume emerged from a symposium in Sydney in 2010, a

heritage policy through his service on the Korean National Committee for UNESCO and ICTM.
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Taiwan) considering safeguardiafforts in a region that has a long history of heritage
policy. Howard argues thaeritage policy (at least in East Asia) is often dominated by top
down intervention (Howard 2012b). However, the ICHC stipulates that community
involvement in safeguardindferts is part of the criteria for nomination as an ICH
(UNESCO 2003: 7§ As Anthony Seeger (2009) shows, states must demonstrate (with
provable evidence) that communities both support amthaolved in action plans for
safeguarding.

Seeger 0 paditularly tmpartant 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 Cancil for Traditional Music (henceforth referred totag ICTM) in the
anonymous evaluation of n Masterpiec¢Proolamstiof’or UNE S
While the ICHC is an updated convention that supersedégdberpiece®roclamation,
many of Seege6s conclusions still apply. I n his ch
| earned from an analysis of the | CTiEMs evalu
One important lesson is that many nominations were guided by nationalist ideologies. He
agues: O6Dominant groups within a nation ofte
mi nority gr oups ibdi2009:i121). In theeface of westérmisatiors 6  (
modernisation and the decline in cultural diversity, Howard (2012b) alsosatttatenany
states use heritage preservation as a way of advancing identity politics. Hestates: or t s t o
preserve can be considelfec® §s a nostalgic appeal to hang on to the way things were, or as
a regionalist or nationalist effort to retain a Igegahional or state identity against outside
i nf i | (Howard 20@2b:@8). | contend that regionalisation is also an integral factor in

the implementation of heritage policies. While the nomination of flamenco as an ICH was put

3n particularsee Article 15 of the Convention.
39 Seeger served as $emryGeneral of the ICTM during the nomination years 2@0D5 and supervised the
evaluation of around 90 nominations for the Masterpi€eslamation.
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forward by Spain as aation state, the impact of the declaration will be felt most keenly at a
regional level.

I n Howardds volume, the ethnomusicol ogi st
issue in the Japanese context. He considers how the Japaotestion of Cultural
Properted. aw (created in 1950 and a key influence
out in a regional contextthe island of Okinawa. As such, he considers r-ledyi o n
approach to cul tural her it ad@&@law20ll PiB)iHere, he f r a
anal ogi es can be cdritagevlawpPatiimorioHiSgie Espadd(Eng: wn h
Spanish Historical HeritageAccording to law, each autonomous region in Spain can
identify ICHs for recognition as Bien de Interésl@ral (Eng: Heritage of Cultural Interest,
henceforth referred to as BI¢)Gillan argues that this tepown heritage law has served
both to consolidate Okinawads Obel ongingd to
regional identity visavis national identityAccording to Gillan, Japanese heritage policy
was used to maintain cultural l inks bet ween
separation from Japan due to American occupancy following the Second World War (1945

72). However, the heritage law wdsaused to demarcate regional identity particularly

through the recognition of treanshinl a r egi onal instrument), f ol |
to Japan.
While Gillands research shares similarit:i

national policy.To the best of my knowledge, there has been no scholdostigie

addressing the influence of tMasterpiece®roclamation or the ICHC on regional cultural
policy and music (at least not in the European context). Literature regarding the impacts of
thes policies on local musical communities in Europe is also scant. While the impact of

fl amencods recognition as an I CH by UNESCO |

“0Bien actually translates as property. However, in the context of this study it makes more seagbéderm
heritage This is especially so given that BICs can be both tangible and intangible herithgéssue of
heritage policy in the Spanish (and by extension Andalusian) context will be discussed in Chapter Five.
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profound effect upon the regionalisation of flamenco. | argue that the declarati@trstren
the development of flamenco by the Andalusian Government. Therefore, by examining the
UNESCO declaration through the prism of regionalisationragbnalism | contribute to

the current ethnomusicological literature concerning fEH.

Conclusions
In this chapter, | have outlined the theoreticabpectives that underline thisesis. 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 thisarebea political
geography of music is missing. | argue that political geography is useful when considering
the relationship between music and regional.]
paradigm of regionalism after regionalisation (along witrk 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. Gime other hand, different readings of regionalism
may emerge through music that may or may not align with the regionalisation process. Here,
| have raised certain |Iimitations with Schri
that ethnographitesearch 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
gegraphy has also proved useful when explori.
of regional identity are negotiated and disputed. In particular, | have invoked the centre

periphery model when examining notions of marginalisation and identityeigian such as

“LIn part, my researchrespprs t 0 Seeger 6 s -ugsiutiés conaeminghow UNESCO | | o w
nominationgor ICH have beefulfilled by national and/or regional institutions. Sé& e ger , 6éLessons Le
from the 1 CTM6, p.125.
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Andalusia. Finally, | have argued that regionalisation and regionalism are not insular
processes; they may be influenced by exterior forces. Here, | argue that international
declarations can affect the development of musical heritage itt@gion. In particular, |

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. | contend that ethnographic research in Spaiertzdded me to reveal certain
inequalities in and issues with the regionalisation of flamenco. Through this research, | have
been able to uncover fragmented readings of regionalism through flamenco. In the next
chapter, | describe the methodological apphoiat has informed this ethnographic research

both online and in fieldwork.
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Chapter Three: Methodology

In this chapter, | present an overview of the methododb@iamework that informs this

thesis. Ethnomusicology is normally characterised by an exteperiod of field research in

a particular locatiorwhile | did conduct fieldwork in Granada, | also expanded my

methodology to include a lengthy period of virtual ethnography that informs some of my

findings. The notion of what constitutes field resbaand the field itself has changed in
ethnomusicology. Itheir introduction td&Shadows in the Fie]Jdimothy Cooley and Gregory

Barz comment upon the ways in which research
(Cooley and Barz 2008: 12). As syu@newtype of fieldwork has emerged where the field is

no | onger a fixed site. As Timothy Rice argu
resear cher 6 ( Ri mernet2tiied B a viahl® gontextTohethndgraphic research.
Accordngl y, my et hnographic data is derived froc
virtual ethnography. In the words of Christine Hine (a sociologist who specialises in virtual

et hnography), |  ksa vt ee dodo red thantoegdinadlas bidaptef,|Hti in e 2 0 (
discuss my research methodology in terms of my virtual ethnography and my ethnographic
fieldwork in Granada. Drawing upon pertinent scholarship in the social sciences, | examine

current debates regarding traditional versus virtual ettapbic methods, amongst other

issues. This theoretical discussion provides a backdrop for an overview of my research with

the Plataforma por Andalucia Oriental (henceforth referred tloed®A0O) and my research

conducted in Granada (during 2010 and 2012).

Virtual Ethnography: In Theory

I n traditional et hnographic researforh, the re
granted and often tacit ways in whidéda peopl e

departure from traditional ethnograpmyany ethnographers and social scientists have

70



viewed the Internet as the 6new frontier of
considered whether online settings are viable sites for immersive, ethnographic research. Can
virtual ethnography allowhe same level of socicultural 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 aatake place. Many social scientists and ethnographers have translated traditional

et hnographic methodol ogies to online context
work has been pivotal both for the development of an online methodologprathe f

acceptance of virtual ethnography in the scholarly domain (Hine 2000, B&)argues

that online communities are important contexts for social interactions. In terms of online

research, she believes that Intefbased ethnography can beunderstd as &6 e, hnogr a
ofandthrought he virtual 6 (Hine 2000: 65). The I nte
(in), anethnographic object of study itself (of) and a vehicle through which wider-socio

cultural issues are address#dtr¢ugh). Inthisthesi s, vi r t im@heliInternehnogr aph
b e c 0 me sthreaughdwhigh | &xamine responses to the regionalisatiofaniénco 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 sonilaotr e 2 & 0

communities. The question remains: how can the Internet, as such a global medium, be a site
for the traditionally O6bounded physical | oca
2000: 58). The Internet is characterised by endlessIglobs of information and dislocated

geographi es. However, it does have the abild]i
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form relationships in ways similar to their offline social lives (SBdek 2004: 46). As René

Lysloff (2003) shows in histudy 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

Or ¢ alf e d itesewenuf their location is dislocated. In his own wortdis the

contextof orline communities that might be virtual (or electronic, or cyber, or whatever), not

the sets of soci al rel at (Lyslofs2803:257)Lgsloft h c ol | ec
argues thabnline communities possess insider/outsider distinctions, social hierarchies, tacit
conventions and rul es olfi fpé @ yc¢ oimdh2A003i2Bbae 2 ct er
57). In some online contexts, the Internet may actually &ige in which local geographies

and identities are articulated. The forums o
which members can articulate their identity as East Andalusians, thus contesting cultural
homogenisatioim Andalusia.

Lysloffbeli eves that I nternet communities can :
(Anderson 1983) just asysloffe@d:244)yInfacs,thé r eal 6 co
distinction between online and offline social interactions may be unfounded. Hine believes
thatadi sti nction between 6éreal d and O6virtual 6
contends that online communities may be closely intertwined with everyday contexts and
identities (Hine 2008). In fact, some ethnographers combine online and offlinedolethies
(sometimes even with the same informants) in order to add depth to their ethnographic
analysis: Nonetheless, even if the Internet is to be accepted as a site for social interaction
akin 4do0ofé@bdea@lommuni ti es, tdsétataeedtobe adsliessddl a nu

when utilising online methodologies wsvis traditional methodologies.

! For a discussionf this methodological processeSadeBe c k, 61 nternet Ethnographyo.
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Traditional Ethnography versus Virtugthnography

One of the key issues regarding virtual ethn
ethnographic experience. Traditional ethnography is normally associated with travel to a
particular location and a lengthy period of immersion within a particular-sottoral
environment. In this way, the ethnographer is able to engage with his/rechesdormants
through methods such as faceface interaction, participatieobservation and linguistic
development. Critics of virtual ethnography question how online contexts can provide
ethnographers with such rich research materiakvittoal ethrographers argue, however,
that online settings do provide a suitable site for immersive ethnographic research (Hine
2000, 2008; Lysloff 2003; Sagge c k 2004 ) . Hi ne argues: O6Visit
experienti al rat her ind2000: 4p) hThisarganaeht is devedopdd a ¢ e me
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 (tisabf forum/chat room discussions), conversations,
interviewing, questionnair e’Thepmagalsobei el d not e
required to learn technical processes (pertaining to the Internet context) and to develop
linguistic skills. Despitefte similarities between traditional and virtual ethnography, there are
two fundamental differences that need to be taken into consideratiodapseand the
textual nature of virtual ethnography.

With regards to timdéapse, virtual ethnography takes place according to different
temporal conditions than traditional ethnography. An ethnographer is normally accustomed to
Or¢almed events taking place withalwaystthbe r eses

case in virtual ethnography. Instead, ethnographers participate in both asynchronous research

% In terms of online field notes, it is important to recognise that virtual ethnographepsodilice field notein

much the same way as O0r eal Gsediddnoies qayayembecomblic | N s ome i n
through blogs and thus accessible to the research subjects, adding to the reflexivity of the research. See Gasier,
60nline Focus Groupsb©d.
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and synchronous research. In asynchronous research, the researcher may be involved in
forums or messageoards where ethnographic material occursisugdithered over a long
period of time. Ethnographers can even engage with these events after they have happened.
As Hine states: O6[The] ethnographer and part
framed (Hine 2000: 2 3)hemslvéshnpasgmater@al{seachas can i n
forum 6t hreadsdé or messages) as a part of th
guestions they ask. I n terms of synchronous
interviews and participatory research sanilo traditional ethnography do also ocouarthe
Internet. This includemstantmessaging, social networking sites such as Facebook, chat
rooms and even fade-face interactions through video conferencing programmes such as
Skype.

The second fundamti difference between virtual ethnography and traditional
ethnography is the textual basis of Internet research. Rather than engagingarfdaee
interactions with research informants, the ethnographer must interact with texts (as the voice
oftheinor mants). The virtual ethnographeros r el
downfalls of online methodologies, because the subtleties otdeaee social interaction
(such agacial expression and gesture) are lost. There are a couple of kegramgiments
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 Internetsedual forms of
communication are supplemented with other materials. Second, even if text still forms the
basisof muchvirtual ethnography, Internet users worldwide have formulated a vast
vocabul ary of textual 069 eisial gestees.As dudhdriternatr e i n
based textual interactions can take on some

ethnographies so rich. | do not argue that Intebased interactions can replace the richness
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of faceto-face interactions. Rather, lmi@nd that the texbased 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
mor e 0 o p e nextyhan theymightungaliagetface situation.

Like in traditional ethnography, virtual research also involves participlasgrvation.
Indeed, the distinction between participation and observation in an online setting may be
more apparent than in tiéidnal ethnography. In an Internet context, the researcher can
6lurkdé in the background and observe the int
knowing (Cavanagh 1999). However, this does raise certain methodological issues such as
how and whentheers ear cher shoul d announce his/ her pr
observation in the O0real é ethnographic setti
online. As such, this form of O&écoverns®O et hno
(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
6real 6 ethnography, researcher s ambuhewto bec o me
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 witlernet participation. Ethnographers need to
examine critically their own practice and their role as researchers in the online setting.

A criticism of virtual ethnography is tha
cannot be validated in online satis, both in terms of their identity and the trustworthiness
of their information. Peopl e who -pulsay @ nwh enree
they alter their online identity according to the context and the members present. Therefore,
the resarcher can never be entirely sure of the identity of his/her informants. The fluidity of

the Internetselfomay impede research findings (Cavanagh 1999). Furthermore, online
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information may be less accurate as people are able to spend more time fogntludaitin
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 a® pueblematic in the
6real 6 ethnographic environment; informants
issue of trust also applies to the researcher because, just like in traditional ethnography,
informants need to feel comfortable with tlesearcher and his/her objectives.

The role of the Internet ildentity formation also brings with it certain benefits for the
researcher. Internet communities can be sites through which the self aidesigfication
are constructed and affirmed, ashie tase with the PAO. The ethnographer Liav S&efek
argues that the Internet can be a site that
high level of seid i s ¢ | o s {Beck ZD04( 48)aTdhesethnographer Robert Jones
underscores this arqent by statingéMuch 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 coritttol an extent that is itself frequently illusdry
what and how much i s (Jonesv1894:133).dheeeford, hule Intdrnetl d b a
users magngage i i demltayty as a way of concealing the
researcher, they may also uke Internetas a medium through which they can affirm self

identity and thus give a 6truerd® representat

The Ethics of VirtuaEthnography

Another issue in virtual ethnography is the application of traditional research ethics to online
settings. Tk Internet ethnographelRebeccd&ynon et al. (2008argue 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 researclisé esiaqot
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their ethical framewor k accorsdiitnegd t(oEstsh e2 (2
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 i t e i s public or private
distinction is normally apparent. The researcher will follow conveatiethical assumptions
that information can be recorded (in whatever medium that may be) in a public setting as long
as anyone present is not identifiabted. 2002). The researcher can clearly distinguish
between observational research in public sedtangd faceo-face interaction in private
contexts where informed consent is required. The distinction online is not so appatéet. As
sociologistAlison Cavanagh arguedCan we justifiably regard online interactions on bulletin
boards, maihg listsa nd i n ¢ h public stafi salmdo thaysconétitute, as others may
argue, a form of private conversation which is embedded within a public §f@esanagh
1999: online) The researcher needs to acknowledge that even though forums or chat rooms
aret echnically public spaces, feddorl iRemipear sv ad ec |
communities. As such, the researcher must be sensitive to this issue and adapt to the
particulars of each research contelxid. 1999).

By extension, another important el 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 spgoegadsand if
online contexyxthsfareedheadalgd aphmyy t hen they ar
feel that their privacy is infringed if a re
23). If researchers are just involved in discourse analysis through observation, then arguably
they donot need to announce their presence, as is the case in traditional ethnography. | argue,

however, that even here researchers should make their informants aware of their presence. If,
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like in my methodology, researchers particigatenline interactionssch aghrough

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 naturehef tesearch would pose ethical

issues (Hine 2008).

Virtual Ethnography in Ethnomusicology

Having outlined some of the theoretical, methodological and ethical considerations associated
with virtual ethnography, | will examine how this methodology has lagepted in
ethnomusicologyThe lterature regarding both the relevance of the Internet to
ethnomusicological research and virtual ethnography as a method is limited despite a couple
of recent exceptionsSuzel Ana Reily, for example, argues that as ethnomusicoldgiste
must reflect seriously and critically on howthe Internetmight be used as a research tool,
as a sphere for the dissemination of research findings and as an aid in the &adhing
learning of ethnomusicology Rei |y 2003: 187). Reilyb6s artic
the Internet can be used to disseminate research information to informants, thus closing the
gap between the researcher andr athiesatisemd chfe
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.
Lysloff6 s arti cl e ( diexsaminesveathet dadssb ocdwe )r tducad s
ethnomusicology ( Ly s | o f.Heegp®r@sBow orfir® 4nisical communities are
established on thiaternet, discussing the ways in which he conduetiedographic research

regarding these communitiddis informants wereslectronic musicomposers anthnswho

SMention must be made of the British Forum for Et hnom
with | CTM I reland), 6Ethnomusicol ogy i ni7Adle2013). gi t al Ag:¢
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createl entirely computebased compositions callélodsa Lysloff argues that virtual

ethnographyn ethnomusicology is justsviablea methodas traditional ethnographin

discussing his online research processawiss histraditionalr e s ear ch i ninJava he
fact, in many respects, my research tools were not all that different from those used in

classical field research: participasttservation, interviews, documentation, and so forth.

Moreover, this fieldwork was asiie consuming and intellectually demanding as any other

et hnographi c p(bidj2@608: 234)Lysldffavenethralghra erécess of

6encul turationdé, | earning the musical Ol angu
to the Internet in general and his community
(2008) chapter concerning virtuagkilwork 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 (discussdabae). Despite these contributions, the place of virtual
ethnography in ethnomusicologyusderstudied. | hope that thisesis, and the research
methodologies informing my research, will add to a greater recognition of the Internet as an

important ethnogaphic (not purely archival) research tool.

Virtual Ethnography: In Practice
Discovering the Plataforma por Andalucia Oriental

In this section, | discuss my virtual ethnography with the PAO, exploring how | negotiated

some of the issues associated withranmethodologies. My discovery of the PAO was by

way of a lucky accident. Early on in my research, | conducted a generic online search with

t he @ddtbchphrase 6el flamenco y |l a identidad

i dent ity 6)oftheNearahrestlts appeared@ link to a facaledEl flamenco

79



¢algo nuestroEng: Flamenco, something of ourdMitrigued, | followed the link to one of

the PAOG6Gs many forums. This forum had been r
discusing the correlation of flamenco with identity in East Andalusia and notions of cultural
homogenisation. | decided that I could contribute to the wider methodological literature by
conducting a virtual ethnography of this forum. However, this small comibto the

methodological literature in ethnomusicologyisnoan o6endd in itself. R
the PAOhas helped me to examidesputednotions of Andalusian identity through

flamenco.

Once | had decided to conduct online research, a practical reason for my choice
became apparent. On the PAOO6s website, I had
geographicallybounded community consolidating its identity through the Internet. The
PAOOGs website exi-éislscatedn saphagdsethe(interret). Hawaver] vy
it helps to invoke the O60i mdyiocad eddmmplmictey § t
Andalusia) by providing a site in which individuals can share a collective sense of identity.
The website also offers a format tthe political mobilisation of a group of people who
contest Andalusian autonomy. Given the small size of this movement, where else was | to
uncover such a wealth of information? | real
world would be difficut. By conducting research online with this group, not only could |
locate my informants all in one place, but | also gained important contacts for my
et hnographic resear ch -pilnay@r aannadd at.h el sosauuetsh eonft |
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, | will give a brief outline of the structure of

t he PnelRitesnd its forums. The main website itself is a hub of information for

“Available online: sittp://www.andaluciaoriental.es/foro]accessed 7 Janua3013]. This is the link for the
PAO6s 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 anArdaiusian
regionalism. There are also detailed accounts of the ideological position of the platform and

the reasons for seeking autonomy for East Andalusia. The websiteoatsa large selection

of public forums containing 6threadsd (that
themes pertinent to the platforhin order to contribute to these forum discussions, one must

first register as a member. Once regetiemembership enables a user to post messages in

any of the forums and to emaitivatelyother members.

Entering the Plataforma por Andalucia Oriental

Prior to participating in the forums, distributing questionnaires and conducting online
interviews,there were a number of processes | went through to prepare for the research. |
created my own Hingual (English and Spanish) website as a hub for my online research.

This was devised to provide members with more information regarding my aims and my
baclground. The sitencludesbiographical information, academic information, an overview

of my research, links to flamenco websites, relevant videos, a contact page and a comments
page. In addition, | embedded a generic questionnaire (see Appendix D) intebitite 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 at@bent were
limitations with the website, however. Aside from people pleting the questionnaire, there

was little activity on the website. | had hoped that it would provide a context for debates to

® These are orgased into eight categories: current regionalism, history, logical administration, economy,
infrastructure, Sevillian centralisation, the aberratioarafalucismdEng: Andalusian regionalism, see Chapter
Four) and culture.

® Available online:<www.matthewnachin.moonfruit.com [accessed 5 May, 2013Jloonfruit is an enterprise
offering free, easyo-use templates for websites.

" For the questionnaireused the websitecwww.jotform.com» [accessed 5 May, 2013[hiswebsiteprovides
guestionnaire templatestorage space and an instant email system for when questionnaires have been
completed.
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continue beyond the PAOG6s website. However,
the intention being to create my own foruthere 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, | was
ready tocommence my virtual ethnography. Prior to my own participation in the forums, |
conducted a period of observational research where | analysed some of the forums on the
website, particularly Elldimenco ¢ algo nuestrd®/ith reference to the methodological
|l iterature discussed above, Il was, in a sens
informationi an act that necessitates ethical reflection. | argue that my observational research
was not an ethical concern as | intended to participate in thenfat 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 foruraad a greater background knowledge of the ideological
views of members of the PAO. Second, it enabled me to identify possible informants for later
interviewsi namely, members that frequently posted in the forums. Third, | began to learn
the Or wlbes ooft oplsppeak, including the etiqguet:t
forums.

Once | had gathered my observational data, my next stage was to contact the forum
administrator to seek permission for conducting participatory research. After regisigeian
member, | compiled an introductory email (see Appendix E) that stipulated my research
interests and the methods that | intended to use. It also included information regarding the
possible use of material in publication. After a short time, | redeaveonfirmation that | was
able to conduct my research. In fact, the administrator was actually grateful for my work. |

then proceeded to post a similar introductory statement inldngeRco ¢,algo nuestro?
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forum, which seemed the most suitable placesgirbthe ethnography. This statement
outlined my research aims and gave a link to my website with information regarding the
guestionnaire. There was also a statement regarding tloé iesearch material (for this

thesis and future publications) and tim@aymity of the names of members.

Unravelling the Plataforma por Andaluciar@ntal

My research on the PAOO6s website was conduct
my data was gained from participation in the forums. As discussed, | began my research in
theFlamenco ¢algo nuestrb?or um and t hi s was wieeHowever, 6spen
as | began to unravel discourses in this forum | was directed by members to other forums. In
particular, | had brief involvement in the forumdisisica popular de nuestra regiEng:
Popular Music of our Region) arif trovo se mantiene viv(Eng: TheTrovois Still Alive).2
After my initial post in the forum, there was a flurry of activity with various people
responding to my introduction. From here, | followed the debates and discussions that
unfolded, interjecting with a post where necessang flexibility of these forums also
enabled me (and other members) to post links to websites, videos or audio recordings. This, |
argue, added to the richness of the data | received as it allowed me to interrogate notions of
style and genre by postingree vant audi ovi sual materi al . I n
interview occurred over a prolonged period of time.

My participation in the forums was supplemented by email interactions and
guestionnaire data. In terms of the former, | had some extendeddm éconver sati on
certain members through my own personal email or througbntiaél system on theAOS s
website. In terms of the latter, my collection of completed questionnaires proved to be a vital

source of data. | emailed every member | coird fvho was (or had been) active on the

8 Thetrovois a form of folk music that originated in East Andalusia, specifically in Granada and Almeria (see
Chapter Six).
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forums. In total, | contacted 163 members inviting them to complete the questionnaire. |
received 35 completed questionnaires in total, a handful of which came fremamhbers
who accident al | y ob6fainBiendswfenembers of thehRAO.fAewellan
asking for @mographic information (such asx, age, ethnicity and professidn)asked a
number of operended, qualitatiwstyle questions to glean responses regarding the
institutionalisation of flamero and its relationship with Andalusian identity.

In terms of my synchronous research (discussed above), | had wanted to conduct a
number of online interviews through an instant messaging website. Here, one can design
oneds own virt wedlinvité peaple ¢orpepulaevit. Irr tlisomand an online
interview can take place with no possibility of other people entering and thus a completely
private space is created. While | asked numerous members whether they wanted to carry out
an online intenaw, in the end, | only managed to conduct two. | 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 | was
able to complete were successful and added richness to the ethnographic data gleaned from
participation in the forums and the completed questionnaires.

Througput my period of wvirtual ethnography
some of the benefits and the difficulties in conducting this type of research. In many respects,
| found that my virtual ethnography was similar to traditional field researchs Irwalved 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

° did not ask for names, so all respents remained anonymous unless | was requested otherwise.

2 Out of the 35 responses, 31 were male and 27 were aged between 20 and 50. The majority of respondents
occupied mildleclass professions (sucht@schers 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
(Almeria Granada and Jagbeing represented. A handful lived in other AndalusiaBpanish locations such

as CérdobaMadrid orMalaga even though they were still born in East Andalusia.
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and thoughts, | maintained a log of forum responses ave | | as Ofield notes:
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 | was gathering, a benefit when
compared with traditional field search. For example, in the forums | was able to think more
carefully about my responses, effectively interpreting the forum posts as | conducted the
research. Therefore, through my own posts and field notes, my research experiences and my
interpretation bthese experiences often occurred at the same seaBéarz 2008). Another
similarity with traditional field research was linguistic development. | was required to
develop my linguistic capability quickly in order to meet the demands of the researekt.cont
On the PAO | 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 cond
overall the amount of activity on the forums was high, there were occasions when | struggled
to receive any responses or occasions when the participation of membecsi$sidiss was
very low. This is unfortunately one of the hindrances of virtual ethnography. Despite a
researcherds best efforts, there can be a | o
difficulty in the research was holwconstructed my forumosts.When responding to the
posts of other members, | would sometimes create large posts with a number of interrelated
guestions rather than many individual posts with single questions. This meant that in some of
the responses | received there were goiestthat 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 need$e taken into consideration when conducting this kind of
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resesarchNonet hel ess, my virtual ethnography on t

generated a wealth of data, some of which informed my field research in Granada.

Field Research inGranada
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 ofrftanco by nommusicians. 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 réiaos towards the institutionalisation of flamenco. In part, these
narratives influenced my research objectives in Granada. | wanted to examiaediow
narrativeglayed out in a specific flamenco community. Moreover, | sought to use these
narratives tonterrogate 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 midMay 2012. This research was preceded by a gefigreparation in three areas,
namelylinguistic skills, contact with informants and flamenco guitar lessons.

In terms of my language skills, there were a number of measures | took to develop my
competence in Spanish. | had @neone lessons throughout the duration of my PhD to
advarte my grammatical knowledge of the language and my reading/writing skills.
Moreover, | supplemented these lessons with a group course in Cardiff to strengthen my
conversation and comprehension skills. However, | felt that | needed to increase further my
linguistic competency and confidence. Accordingly, | attended a ri@mghintensive
|l anguage course in Granada (July 2010). Her e

classes at a local language school. This intensive immersion in the languagéhatemy
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linguistic ability increased rapidly to a level that | felt was sufficient for ethnographic
research. In particular, | also grew more accustomed to the Andalusian Hidledalusia is
renowned for its very distinctive form of Castilian Spanshich is heavily accented and
often faster than the forms of speech found in other regionsp&hadin Granada also
enabled me to experience cultural life in the city and to conduct preliminary field research.
As such, | took flamenco guitar lessarsl 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), | developed a list of contacts; people who would ultimately tu
out to be my informants. Initially, this process began with members of the PAO through my
online research. I n Granada, | aimed to | ear
elicit more views regarding the relationship between flamenco and Arataidentity.
Accordingly, | gathered contact information and arranged meetings with members before
travelling to Spain. This meant that | could begin my research straight away upon arrival. In
doing so, | expanded my contact base within a shorter periode Beyond the context of
the PAO, | also arranged guitar lessons with Rafael (Rafa) Hoces Ortega prior to my arrival
in Granadd? Here, | had an immediate contact through whom | could take lessons and be
introduced to more people.

In terms of my musa&l competence, | took regular guitar lessons with Cuffy
Cuthbertson in Bristol. | 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 aterials of flamenco. As such, | felt | would be able to converse

more easily with my informants (many of whom were knowledgeable performers,

™t is important to note that | use the notion of an Andalusian dialect as a gloss. There are, in fact, numerous
differences in speech throughout tiegion. 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 | 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,

| hopedthataknel edge of the guitar would help me tc
flamenco guitar also meant that | was able to develop the technical faculties necessary to

perform at a competent level before arriving in Spain. This was particularly important as |

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, | felt that | was

ready to attempt the more difficult elements of local style withounlgae start from the

6beginningé.

Flamenco Guitar Lessons in Granada

For comparative purposes, | wanted to find two guitar teachers when | arrived in Granada.

This choice was guided by two criteria. First, | hoped that by choosing twapasitioned
guitarists | could increase my o6pool 6 of cont
opportunities. Second, | wanted to discover concepts of local style in guitar performance. It

turns out that the guitarists | chose offered two completely distinct intatpres of

flamenco guitar styleMy lessons with Rafa had already been organised in advance

(discussed above) and commenced soon after my arrival in Granada. However, | did not

select my second teacher prior to my fieldwork. This was because | wanted actéacher

closely connected to the local community. | met my second teacher (Melchor Cérdoba

Santiago) at a flamenco club calld Pefia la Plateri@iscussed below, henceforth referred

to as the Platerz2a) after seeing him perforn
performance, | talked to some aficionados at the club about his style of playing. Some

members of th®lateriaviewed Melchor as a lodig-valued performer who would lead me in

the direction of a local guitar style (an assumption that, in part, turned out to be true). | also
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had a single lesson with Antonio Heredia, a guitarist who is still involved in the performance
of the rarezambra gtana.™

Rafa and Melchor offered distinct contributions to my ethnographic research and my
lessons with each artist were very differ€iRafa has many years of teaching experience
and an academic background, having completed his doctorate in flanhedies & Seville.
He is also a guitar teacher at thenservatorio Profesional déisicaAngel Barrios(Eng:
Professional Conservatoire of Music Angel Barrids\rguably, Rafarepresents a regional
understanding of the flamenco guitar. He is well coretetd 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. | decidepaldedt
wanted to learn, while he focused on depeig my technique and my overall knowledge. He
also possessed a sound understanding of music theory and notation which helped me to
appreciate what | was learning from a theoretical perspective. Moreover, our lessons often
consisted of lengthy conversatgooncerning 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 difficulttoascedi n hi s &6ésubjectived views on certa
fl amenco as an art form suitable for rigorou
sometimes conflicted with my research concerns regarding regionalism, identibeand
nation of alocal style.

By contrast, my lessons with Melchor revealed a range of narratives regarding local
style, particularly as he learnt his trade in 8a&romonteeighbourhood of Granada. This

neighbourhood is renowned for its flamenco and has peztla number of prominent

131 would have liked to have had more lessons with Antddidortunately however] met him towards the
end of my time in Granada.

1 These lessons will be exploreddstail in Chapter Nine.

15 The conservatoire is named after the classical composer Angel Barrio$ 18882 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 originat8deénromonteMy lessons
with Melchor were markedly different to those with RaBecause Melchor is a local
guitarist with |ittle in the way of theoret.i
gui tar rather than a generic (that is, a O0re
technique and instead focusedfalsetascomposed by Melchor and other local guitarists. In
contrast to my | essons with Rafa, my | essons
in the way of conversation. This meant it was difficult to ascertain his personal views
regarding certain matdts. Gradually, our relationship developed and | felt more comfortable
in asking him questions. | 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 guitasstllowed me to examine the concept of a regional
guitar style visa-vis the concept of a local guitar style. Rather than a dichotomy, however,
Rafa and Melchoarguably represemivo ends of a continuum. These lessons served as a way
of understanding musally the fragmented nature of Andalusian regionalism. In order to get
the most from my lessons (both musically and in terms of conversation), | recorded every
lesson and adopted two forms of transcription. First, | transcribed all my lessons into
tablatue. | 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 transmissioitg sewhnical
vocabulary. After each lesson, | made sure to practise the materials | had learnt so that | was
ready for the next lesson. Second, | transcribed any relevant conversations that took place
during the lessons in a similar way to my interviesee(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, | frequented a range of performance and didactic contexts.
An important context for ethnographic research was’tateria one of the most famous
pefiasn Andalusia. The club has a rich heritage and is deeply embedtheziflamenco
community of Granada. Before arriving in the city, | contacted the President of the club via
email and by letter. Unfortunately, | received no response. However, | had managed to
contact an aficionado and a member ofRteteria Francisco (Bco) Cabrero Palomards,
prior to my arrival in Andalusia. | 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. Asudtré 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 thePlateriastrengthened my ethnographic research in a number of
ways. First, | was able to expand my contact base, finding more informants who were willing
to partake in interviews. Second, | was able to view a number of concerts featuring local
artists. This helpethe to expand my knowledge of the local scene and to understand in more
detail the presence of flamenco in Granada. Finally, | was able to engage in informal
discussions that enhanced my ethnographic research. In particular, these discussions enabled
me toexpand my knowledge of tleante Although the guitar was a key focus, | felt that |
needed to possess an understandirganfeas it is so integral to the flamenco tradition.
Moreover, by developing an appreciation for tiate | felt that Iwouldbea b | e t o o f i t
more easily. This was important as, at certain times, | felt quite isolated when visiting the
pefia The club is an environment in which many people know each other and a context in

which O6outsidersd can b etwassometimes diffigultth s uspi ci

'8 Francisco preferred to be called Paco, so | will refer to him by this name.
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engage in conservation with members and to fit into the culture pkfiee Nonetheless, |
developed a small circle of informants with whom | regularly interacted when visiting the
club.

Another important context for my fidlvork in Granada was ti@onservatorio
Profesional déMusicaAngel Barrios Before coming to Granada, | wanted to find some kind
of educational context in which | could examine the efforts of the Andalusian Government in
developing flamenco education. Tbenservatoire provided a pertinent context. | attended
various lessons given by Rafa to students of differing abilities. While my involvement there
was relatively limited, | was still able to gain an insight into the role of flamenco in the
Andalusian eduational 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. | argue that conservatoires in Andalusia play an important role in
canonising flamenco in the regional conté%During my time there, | recorded and
transcribed the lessons | attended in order to examine the didactic process. | was also able to
attend other didactic events and concerts arranged by the conservatoirdoWes e 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@nanada stretched beyond ®Plateriaand
the conservatoire. When one scratches beneath the surface, the city hosts a range of flamenco
Osurpriseso. It is replete with bars, theatr
flamenco performares. A flamenco critic told me that it is one of the only places in
Andalusia where flamenco is performed every night of the week. | attended numerous

concerts (public and private, o0l ocal déd and o0t

" The regionalisation of flamenco guitar style and the role of conservatoires will be explored in more detail in
Chapter Nine.
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broaden mynderstanding of the myriad contexts in which flamenco is found. | chose to
conduct research during the winterspring season partly because the festilamenco
viene del Su(Eng: Flamenco Comes from the Soytioincided with the period of my
researh. This festival is organised and delivered annually by the Andalusian Government.
Accordingly, | wanted to analyse fireand the types of performances staged during the
festival. Moreover, | 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, | hoped to reveal dhe-ground responses to the institutional development of
flamenco. In addition to Flamenco viene del Sur, | conducted reseainf dyeriod of
festivals and public holidays, many of which contained flamenco in some form or affother.

| also continued my ethnographic research with members of the PAO. | attended a
handful of regular meetings held by the PAO in which they discussees pertinent to the
platform. | also attended one meeting of Beetido Regionalista pa&ndalucia Oriental
(Eng: Regionalist Partfpr East Andalusia, henceforth referred tatesPRAO). This is a
political party, which while dqgussfor nct fr om t
autonomy in East Andalusia. | feel that my fieldwork with members of the PAO and the
PRAO did raise certain issues. In particular, my research witke thembers 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 dislikmfpéaradition. 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

6consumedd fl amenco as a alandertregionaltdentites | ect i on

18 These festivals includeSlan Cecilicat S a c r dbepDia de AnslaluaigdEng: Day of Andalusiaa
public holiday that celaglates Andalusian autonomy8emana Sani@Eng: HolyWeek) andDia de la CruZEng:
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? | decided not to ask
flamenco musicians, professionalsaficionadosanyquestions regarding the PAO/PRAO
unless they came up naturally in conversation. This was for two reasons. First, | did not want
to |lead my informants but rather wanted then
not want to run the risk of offenayj 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 ea&nhdalusian regionalism did emerge. Here, the informants
largely dismissedhe regionalist motives of the PAO. However, some still respected certain
views held by its membe(such asnarginalisation in Granada and centralisation in Seville).
The disparate yet in some way connected nature of these two positions just illustrates th

complex sociepolitical 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 ab qang: The AnglaludianiGovarnneeeffors n d al u c 2
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 fl amencobs recognitio

How do you viewthe flamenco scene in Granada?

Figure 3.1 Generic interview questions

Ethnographic interviews also formed an integral pathefdata collected in Granadahose
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,dgreet hat Ot he best i nt ediffereneebetwesn s o me h oy
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conversation and interview as UWhhshpmatsi ve as
carried with it certain advantages and certain disadvantages. On the one hand, it enabled me
to 6dig deepd i nt o t ramdtheiipbsdionsnttheflamenso of my i n
community of Granada. Her e, |l aimed to O0see
(ibid. 1987: 82). While | wanted to elicit responses and opinions to specific questions
regarding the regionalisation of flamentstill wanted to enable the interviewee to give
his/her own story. On the other hand, this open approach meant that at times | had to listen to
extended monologues. Some of these narratives were not directly relevant to my research
aims. Nonetheless, ths®rt of ethnographic information can only add richness to the data
gathered.

My informants comprised a mixture of flamenco musicians (singers and guitarists),
aficionadosscholars/researchers, producers and critics. In this way, | was able to elicit a
broad range of opinions from a diverse range of people. | identified certain interviewees prior
to arriving in Granada because of their position and/or their VigWse interviewing
process had aknoegkn benefit wher e my Ilintadat | confluctedont act
close to 30 interviews or o6formal 6 conversat
there were a number of difficulties that arose when conducting interviews. First, it was often
difficult to track down an interviewee and to arge a specific time. This meant that a lot of
time in the field was spent chasing informants to arrange meetings. Second, | planned to have
an informal conversation with my interviewees on the first meeting. | originally decided not
to record this meetingdowever, the most relevant information was often disclosed during
initial conversations. Accordingly, | recorded every first meeting and each subsequent

meeting with all of my informants where possible. Sometimes | met an interviewee in a

9 Also see MyersEthnomusicologyAn Introduction pp. 21 49. In her examination of ethnomusicological
fieldwork, Myers also advocates a natural apphaadnterviewing that should blur the distinction betwaen
interview anda conversation.

2 For examplel arranged interviews with David Petale spokesperson for the Instituto Andatiel Flamenco
and Juan Pinilla flamenco singer who openly crises governmental intervention in the flamenco world.
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contextwhereidi d not f eel 0 r i galgted, inthese sitgatioasritis bestAs J a
to follow oneds instincts (Jackson 1987: 86)
everything | could remember from the conversation after it took place and puofictmeation
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 citypased field reseah. Each interview followed a similar format where |
began with a statement about my research and, in accordance with ethical considerations,
asked whether | could refer to the interviewee by name in my work and whether | could
include any information ipublications. Then | tried to elicit a little background information
regarding the intervieweeodts |ife and his/ her
more specific questions. All interviews were transcribed into Spanish, which carried with it
celtain challenges. Given the strength of the Andalusian dialect, | decided to edit my
transcriptions. Here, | omitted certain charastes of the dialect (such &srminated word
endings or the omission of 06s& eiann éwofrodrsm oafn d
Spanish. lalsoontite d any expr eé8 s doi(sud ass p it Spansh) 6 u m
unless they were significant. Any words or sections that were unknown or difficult to
translate on the recordings, | consulted with my Spanish tea@iaddition to my
transcriptions, there were various other materials acquired in the field. These included
ethnographic materials (such@sotographs and field notes), didactic materfauch as
handouts or course content from the conservatoire), gtronal/institutional materials (such

asleaflets and concert pragmnmes) and newspaper articles.
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Conclusions

In this chapter, | have discussed the methodological approaches adopted during my research.
In order to examine the relationship between flamenco and Andalusian regionalism, | have
conducted both a virtual ethnography and a traditional ethnography. In tevirisiaif

ethnography | spent a year conducting oledrrieche r ese
out participatoro b s er vati on t hrough the websitebs for
distributedonline questionnaires. Drawing upoelevantliterature in the social sciences, |

have shown the relevance of virtual ethnography to ethe@wlogical research. | have

argued that such research is suited to small, ideologicaitjvated movements such as the

PAO. In the terms afaditional ethnography conducted five months of ethnographic field
research in Granadblere, my research hagen informed by private guitar lessons and

lessons in the conservatoire. It has also been informed by the observamcert
performancesind ethnographic interview$hese methods have enablee@xplorein detail

the flamenco scene in the city. larficular, this research haBowedme 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, | have been abledacover different readings of regionalism through flamenco.

Here, | feel that my broad ethnographic approach has revealdsphedrelationship

between flamenco and Andalusian identity. In the next chapter, | explore a historical reading
of flamenco ad regionalism. | trace the development of flamenco throughout the nineteenth
and twentieth centuries, closely relating its development to fluctuations in Andalusian

regionalismduring theperiod.
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Chapter Four: Regionalism, Nationalism and Ethnicity inthe History of
Flamenco

Throughout its history, flamenco has had a complex relationship with territorial and ethnic
identities in SpainAt various timest has been associated with Andalusian, Spanish and/or
gitano identity, often withthese thre@&entities convergingn single moments of historical
importance. To give a complete and accurate historical accotire ofigins and the
developmenbf flamencowould bea formidable task that isnnecessary herEven b speak
of onehistorical account iproblematicgiven the number of narratives thrmeate the
literature about flamencblin this chapter examinethe history of flamenco with reference
to the emergence and the consolidation of Andalusian regionalisrar{@gucismpwithin
the context othetumultuous political historgf 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 identityebamb particularly
apparent as the regional government harndisagncofor cultural and political purposes.
Accordingly, | provide a historical introduction to the regionalisation of flamenco in
Andalusia.

The chapter wilconsist of four key periodsée Appendix F for a historical timeline).
First, | explorehe emergence diothflamenco andndalucismaluringthe earlynineteenth
and earlytwentieth centuried.propose that flamenco is a product of urban popular culture in
Andalusia anaf Romantieésm in Europeduring the nineteenth centurdyalso explore the
relevance of flamenco to the emergencarafalucismgboth culturally and politically)
towards the end of the nineteenth century. Second, | examine the political ascendancy of
andalucismaluring the earlytwentieth century up until the outbreak of the Spanish Civil

War in 1936Here,l consider the salvation of flamenco as an art form. | also discuss the role

! These narratives are ofterformedby different ideologicapositions In Flamenco: Passion, Politics and
Popular Culture Washabaugh explorésdetailsome of | amenco6s diph3lib8.ent hi stori es
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flamencoplayedin demarcating Andalusian identjtshusupholding the ideals of regnal

autonomy. Third, | study the position of flamenco in the Franco regimei{(Z93@uring

this time, flamenco was both suppressed (as a potential site of political resistance) and

fostered (as a powerful tool for tourism and economic revival). Moreovelr | a menc 00 s
association with regional identity was erased as flamenco came to represent the Spanish

nation state during a period of totalitarian nationalism. Finally, | investigate how flamenco
gained a political oOvoi c #antefnsofwnegionalismanchre end
terms of class struggl€ollowing the transition to democracy in Spain (1975) and the

declaration of autonomy in Aatlusia (198}, | examinethe positionof flamencoboth as a

national product (indicative of Spain) andaasiarker of regional identity (indicative of

Andalusia).

Flamenco and the Emergence ohndalucismo(1800$ 1900s)

Historical Precedentsf Andalucismo

Like andalucismoflamencois a product of thaineteenth century. interrelated
phenomena, both need to be understood within the conteatrgflexdemographic and
social changes that took place in Spain from the end of the eighteenth century. This was a
time in whichmodernisation, rural depopulation and the emergence of a middébelgan

to transform popular culture both in Andalusia and across Spain. This was alsasvééme
Spanismationalism began to emergmrticularlyfollowing the creation of the Spanish
Constitution(1812 and the end of thBeninsula Warl814), eventghat engendered a rise in
national unity (Barton 2009However, he Spanish nationalist project wast as peaceful
andaseffective as in other Europeanuntries, especially in unitary states such as France
On the one hand, the formation of the legal he administrative framework of the Spanish

nation state during the middle of the nineteenth century engendered a slight rise in
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nationalisn?. On the other handhowever there were many forces that preveraeshified
national identityfrom taking a fim root. There existed contrasting ideological and political
positions including national liberalists, agrarian anarchists, conservative monarchists and
regionalists (Alvarez Junco 1996; Barton 2009; Herr 1971; Payne 1991). In particular, it was
the rise dregionalism that really threatened the unity of Spain.

In Andalusia, the regional sentiment piasmt in other regions (such te Basque
Country and Catalonia) was slow to develimpfact,much research shows tha¢ cannot
really speak odn Andalusan identity untilat least thd.860s with thegrowth of both
political regionalismandthe anthropological movemeidiscussed beloyw There are
numerous geographical, cultural and political reasons for the late appearance of Andalusian
regionalismFirst, Andalusia is a huge regioDuring the nineteenth century, it lacked the
communi cations network necessary foatathe dev
regional level Second, thanthropologisDavid Gilmore argues that the regidial not
possessa 6centrifugal cityd (Gil more 1981: 59),
locus ofculture (such as Barcelona in Catalonia). Third, there was no distinct regional
language (such as Basque or Catalan). Finally, the region was, and to a cegtdistiixs,
characterised by an arraflocalisms that subverted any aspirations towards a regional
sentimentAs the historiarAntonio Miguel Bernakuccinctly arguesd Hi st ori cal l'y t h
Andalusians have not shared a unified regional sentiment. Lmsad¢ind provincialisms have
superseded any regionalist sentimentd (cited

Antonio Cort& Pefia is one of a handful of historians who attempt to clarify and to
demystifythesa&c al | ed Andal usi an O myrotiodaofashdrteanda s, t h

continuous Andalusian history (Cortés Pefia 1994, 2001; Gonzalez de Molina and Sevilla

2 In thecultural domain it is worth mentionirtge scholar Don PrecigduanAntonio de Iza Zamacola, 1766

1826)who produced the first collection of Spanish folk songs in 1799 as a wayaking Spanish nationalism

in the musical domairSeeDon PrecisoColeccién de las mejores coplas

3%6Los andaluces no han compartido hist-ricamente un s
provinciani smos se han superpuesto a cualquier sentir
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Guzm8n 1987) . I n his article OEI %Y timo naci
Last Nationalism: Anda leiia¢lb9%)efersitatheilarge agtaiiast or y 0
population thatharacterisethe demographics of Andaluside argues thagrarian politics

and the feudal structud Andalusiaundermined theevelopmenof regionalism. Andalusia

remained predomantly agricultural with an extensive range of privately owned land

(latifundia).* Despite increases in urban immigration, hierarchical systems of rural labour
werecommonwherelandownergSp: sefiorito$ propped up aasymmetrical social structure.

The powerfulagrarian elitdhad noneed toquestion centralisatioand so displayetbktle in

the way of a regional consciousneas Moreno Navarronotesi | n Andal usi a |
contradictory interests have not existed bet
centralist oligarchy for the simple reason that historically both have generadlyxco st e d 0
(MorenoNavarrol977: 45) The relevance of this highly stratified society is important for

two reasons. First, it shows tratdalucismavas slow to develop as tldeminant 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 middétass intellectias . Second, the -promine
feudal 6 social structure provides a backdrop
development of flamenco. Arguably, social interaction between social elites and Andalusian

working classes was pivotal to the emgence of flamenco.

Flamenco, Social Catharsis and the Andalusian Bourgeoisie
Given the lack of regionalism in Anldeian during the early to lat@neteenth century, it is

likely that flamencods a supposedly Andalusitradition)did not emerge froma sense of

* Latifundiahavebeen common in the development of numernessn the Mediterranear=or more
information on its influence in the Sicilian context see Jane Schneider and Peter Scudtides .and
Political Economy in Western Sicily

®6En Andal uc ? stido[interese$ comradictbrasentr Ja gran burgaesariade la region y la
oligarquia centralista por la sencilla razon de que una y otra han coirfuislidiicamente en un gran pdrte

101



regionad consciousnes®ather, it is the musical product of the social interactions between
gitanos other subaltern grousd the emerging middle class in Andalusian urban contexts
during the nineteenth centuiistoricalaccounts of flamermcoftenpursue regionat or
ethnic @itano) perspectives (see belawjowever, a number of scholars have attempted to
demystify the history of fl amenco. Here, the
emergence and its development. In particuldralv upon the socihistoricalanalyse®f
two prominent flamenco theorists, nam#iitchell (1994)and Steingresgl998a, 1998b,
1998c, 2001, 20023)

Mitchell argues that flamenco was born during the-éaggateenth and eary
nineteenth centuries, emerging as the culjpradiuct ofa number oubalterrgroups. Given
the dominance gjitanoethnicity in many historical narratives, Mitchell attemptsighlight
the contributions of other subaltegpndletarian groupéncludingbeggarsmoriscos’ bandits
and miner¥to the development of flamenddea r g u ach 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 uneneiéifdstyles; deepong was the
collective resufi(Mitchell 1994: 67) For Mitchell, flamenco wa born of necessity.
Througha process of emotional catharssbcultural groups used musical performance for
the expression (and confrontation) of sentireexuich agatalism and sorroyindicative of
their dire social positionsMitchell argues thauergas(private flamenco sessioffs which

wereoftenfuelled by alcohol, debauchery, ritual and prostitution, provided a spad&ch

®Al so see Washabaughos i RamencotPagsion, Rolitics aral Pdpuaa Cultumed a | y s e s
Flamenco Music and National Identity

" Despitethefinal expulsion of all people of Muslim blood in 1609, Mitchell believes that smméscos(along

with other persecuted groups) disguised themselvgiaa®sto evade expulsion. In particular, Mitchell notes

the influencanoriscosmay have hadn early ballads. He argues that these ballads mayitiwenced the

early song styles that formed the basistf@developmenbf flamenco during the lateighteenth and early
nineteenttcenturiesHe callsthese pfE | amenc o dtlyalmeasco@r.ot o

8 Mitchell refers to deep sor(ghat is,cante jonddin general as the basis for much of what we now know as

flamenco.

° It is important to note that Mitchell isot referring to the performance of flameritself buté p r-folt @menc o 6 .

1n Spanish, the worfllergal i t er al |y means 6spreed or O6binged. For
(Eng: O6to go out on the townd) . |lemmairGe®lpterie.r Ei ght, | d
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this process aofocialcatharsisould takeplace.

While such gatherings were a spdcesubaltern expression, thajso provided a
contextforuppec | ass pat r on ag e'Mithel refe todefiotitosasat har si s ¢
gentry whospent their winters in the cjtandthe growing bourgeois elite’ho became
attracted o  é-flamendcddue totheir fascination withsubaltern lifestyles (particularly
thatof the mystical anthe6 p r i ngitand). Vhis dascination was fuelled by the
prominence of Romanticism Europeat the timeln this way, Mitchell argues thaefioritos
provided patronage for flamenco performances in small gatherings, which in turn created a
context for the musical arttle cultural unification of a highly polarisesbciety.In a
summary of Mitcheh s  wWéashlabaugbktates6 lemenco song [...] served as a double
edged sword to free both the ri (Washabaugh t he po
1996: 12)*? For therich, these events provided a way of alleviating social guilt whilst
maintainirg socialsupremacyfor thepoor, these evenfgovideda contexin which to
confront the hardships of daily life and to transcend social inequBlitpugh these events,
flamencadbecame the cultural capital tife urban elite This transformatioenable the
eventual canonisation, standardisation and commercialigatitamenco whilst maintaining
its link to subalterriife, values and aesthetics.

Like Mitchell, Steingressrgueghat flamenco was appropriatbyg higherclass
groups butvi t h i np unbol ri ec 6@n maridular] ha djssusses the role flamenco played
in fosteringSpanishationalism among the bourgeoisie during the nineteenth century
(Steingress 1998c, 200'D)At this time, some Spaniards rejed foreign influences (such as

French or Italian) in cultural expression and instead sought out cultural trends from within

" Mitchell links upperclass guilt catharsis to the presence of Catlsoh and the important role of charity in
Spainduring the eighteenth and nineteenth centuBesving the needy anithe poor was believed tensure that

the wealthyspentless time in purgatory. In particulaee Chapter Seve,We a | t h , | edlagicogy, and
Ot her 6.
Y“For a commentary on MOtchell s work see pp. 125

13 Also see Washabaughlamenco Music and National Identityp. 37 52.
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Spain itself (Steingress, 1998Akcording to Steingress, flamenisathe result of an

emerging middle class in Andalusia that was influenced by the riSergbean nationalism

during the nineteenth century. He argues fllaatencowasa hybrid populartraditionthat

grew out of the dynamic, urban melting pdtAndalusia &ndparticularlySeville)during the
early-nineteenth centuryAccording to him, flamenco &s influenced by traditional

Andalusian folk song/dance and popular national dasweh(aghebolerg). In addition, he

notes the prominence of tgganoaesthetic, an aesthetic that informed a Spanish bohemian
lifestyle. The term flamenco itself, Stenegs contends, emerged during the 1830s. However,

it was not used to describe a masicadition Rather, it emerged as a scaidistic term that

referred to a defiant attitude. This attitude was intimately linked to concepts of a bohemian

lifestyle andthe gitanos(Steingress 2001: 2688). As Steingress state§:Wh at i n Par i s
understood abohémien in Seville wadflamenco a type of social and cultural intruder,

related to the artistic environmenbopfthean fdar:t
norms of social r ul*#HelelieeSthaetheruseofdlanenc@®a3d aterm 2 7 7
to describe performancearadition appeared only in the 1850s. Befordgeitame known as a
performance traditiorflamenco represented a stereotypigal of life. Thus, the musical

tradition was the fashionable cultural product of urban elites who were fascinated with

gitanosand subaltern lifestyles.

Romanticism and Andalusian Cultural Hegemony

From the 1850s onwards, flamenco became increasinglyneocnalised. It was transformed
into a popular tradition patronised by the expanding Andalusian (and by extension Spanish)

bourgeoisieWhy then did a tradition so closely linkedgobaltern society argitano culture

“6Lo que en Par 2bphémierenSevillgfue ellanteice un fipo de intruso social y cultural,
relacionado con el ambiente art2stico, ucanormesvdelggsabundo
reglas socialés The emergence of a defiant, bohemian attitude rootedjitamo lifestyle can also be traced

back tomajismoyouth cultureduringthe eighteenth century. See Mitch&lamenco Deep Songnd
Steingress, O6EIl flamencob6.
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becomehe product of bourgeowultural fashionHow did alargely Andalusianradition
come to represeidBpanishnes® i n ?gTe answerahese questions we must look to the
dramatic impact that Romanticigfand Orientalism) had on Andalusiaanfl consequently
Spanish cultural life. Withdolk-artba n d t h e e asguiding prircipléshnamefous
American,English, French and Russian travel writers visited Spain (and in particular
southern Spaimjuring the earlynineteenth century. Thegpnstructed notions @Spanish
nes$that were to influence a host of intellectuals, artists, writers and composers both within
and outside of Spain. For many writeifse6 t & u $ pxasiedhin the south; the norfi
Spainwas too similar to modern Europe and thus failed to quench thentiorttarst for the
exotic(Fernandez Cifuentes 2007)

In Andalusiatravel writers found theerfect environment on which t@asether
romantic and exotic ideals. Tihegion had experienced eight centuries of Islamic presence, a
legacy that could cler be observd in its architecture andseeminglyjn its cultural
practices such as music and darfides exoticness dhis Islamic heritage in Andalusia and
the supposed primitivism of theregione r e enhanced by | iterary de
andbheroinesé (such as ban gifanadancer)bhhgitana ans and
dancer arguablgemains the most enduring legamfythis romantic stereotygethe
passionate female is still prominentultiple representations of Spanish and Andalosi
culture a representation that is often linkiedlamenco®® One need only think of Carmen,
ProsperMérimés ( and subsequent | gtanGweho comsaidatedBthez et 6 s )
role of the Andal usi aS8parfislneséd| ¢ Loc keeR0O&9entMalC
1992).Despite being based dine story of an Andalusiasigarettefactory worker inSeville
during the earlynineteenth century, the historian Nirmala Skigh i n k man har gues: 0

figure of Carmen was not born of Andalusian autonomselfrepresentation: Carmen was

15 For an analysis of the representation of the female body in flamenéteffeer HayesFlamenco
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born abroad, in France, and widely circulated throughout Spain in the nineteenth century

before being claimed by Andalusian regionalists inthe ¢anlye nt i e t(8ingeent ur y o
Brinkman 2005: 83)However, lefore Andalusia regionalists had a chancedeclaind

Carmenf or t hemsel ves, the Andal symbolthegitna@d)y t hd c o
collapsed intestereotypicatepresentationsf Spanish identity.

By extension, thi®Andalusianisatiofof Spanish identity began to influence Spanish
selfrepresentation itself. Athe historians Clar®ar-Molinero and Angel Smith argue:
0Andal usi ans had been depicted by Spanish na
character, and it seems likehat these stereotypes were assimilated as the dominant self
i mage of el ites an Mat-MokneraandSmitl986: ib)dFlamencol as s e s
emerged from the cultural hegemony that Andalusia had attained in Spain, this despite the
region lackingts own politicalsel-determination during the mitb-late nineteenth century
Fl amenco continued to representnexxd.ic, sedu
Intellectuals and urbaneltétsooked t o the cul tural tradition
Spanish national musiElamenco became this national mugks acomplex hybridisation of
various traditions and aesthetic trefoisnd in Spain, flamenco was useful in tlegaction of
foreign musical influences. From the outset, flamenco was intridaikd 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 emergencaregional conscicgnessn Andalusia,
despite playing fundamentatole inthe construction oAndalusianness as the common
denominator o Spanishnational identityln fact for some historiangndalucismand the

concept of a distinct Andalusian character@reentons 6, i nventions that e
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Romanticism during the earlyineteenth centuryCortés Pefia(1994) contendthat
Andalusiaswould not haveecognised themselves aé @ e o($p:uea puebld unless
foreign romanticand travel writerdiadhighlightedthe distinctive characteristics upon
which to build a regional identity. He state
[ éfrom their foreign perspectives initiated
which until then was scarcely kwo, an image that was going to serve as a mirror in that
many Andalusians began to regard themselves as a people with unique defining
c har actCGonésPefaild®4s B16¥(
While CortésP e { aedvss critical, it is correct to suggest that Romanticisot only
influenced howSpaniardsaw their own identity, but how Andalusians viewed themselves as
un puebloAs a result, a regionabnsciousness began to developwyo categoriesluring
the midnineteenth centurya political regionalisnandanintellectual regionalisnfinfluenced
by anthropology, folklore studies and history) terms of a political regionalisrnthe
influence of Romanticism and tivaportanceof race engendered a small increase in
regionalism among the middidas&swhich transformednto a political form of
andalucismoFollowing a socialrevolution in 1868, the Spanish monarchy collapsed
engendering a liberal nationalist project and the construction of the First Spanish Republic in
1873. Here, political regionalism wa®stly linked to the federalist caugeortesPefia
2001; Newton 1982)n 1873 the Constitucion Federal de Espafiang: Federal Constitution
of Spair) outlinedthe decentralisatioof the Spanish nation statewhich two Andalusian

regions were identifiechamelyBajaAndalucia(Eng: Lower Andalusiathat is thevestern

%6 [ éllgruppdevip er os r om§8 nt i desdssus paspectivas tosnedsdriiciaron la

Apopul arizaci -nd0 de una i magen de Andaluc?2a hasta ent
espejo en el que muckandaluces comenzaron a contemplarse como un puablasgos definitorios

origindesa
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