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PREFACE

The chapters in this volume are based on papersemeed at the
conference “The Heritage Theatre”, held in Rotterdan 13-14 May
2009. The conference was the conclusion of thearekeprogramme
“Globalisation and Cultural Heritage” of the Fagudif History and Arts,
as it was called then, of the Erasmus Universitijtddam (now: Erasmus
School of History, Culture and Communication). Whartk the
Netherlandish Organisation for Scientific Reseaffon funding our
research programme and the ESHCC and the Erasmatfonds for their
support in organizing this conference.

Marlite Halbertsma
Alex van Stipriaan
Patricia van Ulzen






INTRODUCTION

MARLITE HALBERTSMA

In the spring of 2010 the Tourist Information Ofi; Valkenburg, in
the Dutch province of Limburg, celebrated its 12%ttmniversary. The
festivities were graced by the presence of Her Btgj@ueen Beatrix at a
concert by the violinist André Rieu, in the Romaraaof the grottoes in
this popular tourist destination. The Valkenburgrist office is believed
to be the oldest in Europe. As far back as 185%afddurg was on the
international rail line between Aachen (Germanyyl &amaastricht, while
the Gothic-style station, built that same yearthis oldest station in the
country still in use. Valkenburg itself has not aj@® been part of the
Netherlands: it was only in 1839 that it was offly declared Dutch
territory. The town is still one of the most popuacation destinations in
the Netherlands. With its Roman remains, medietrahghold, and hilly
backdrop, it contrasts sharply with the rest of ttwuntry. For an
experience of otherness, the Dutch need not veriiey®nd their own
borders!

It is thanks to tourism that the heritage of southemburg is being
preserved, according to an articleHeemschu{a periodical devoted to
Dutch heritage). Anya Niewierra, director of thelkémburg tourist office,
believes that the conservation of the town's histarchitecture and man-
made landscapes is of vital importance for tourime: one is conditional
upon the other. “Monuments are immensely impor@sitdecor. They
provide the atmosphere and the backdrop againsthwhil the other
tourist activities such as attractions, museumstasirical buildings are
highlighted. The atmosphere is both authentic andpanionable: people
feel at home here.” (Bokhorst 2010, 19). The unuseiiing, the exceptional
cultural heritage, together with the authenticityda characteristic
friendliness of the town, all combine to make wsstfeel welcome

The heritage theatre

The present volume is based on papers presenfRatierdam in 2009,
during a conference entitled “The Heritage Thealrke Dynamics of
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Cultural Heritage in a Global World”. The term “itage theatre”, which
encompasses presentation, public and performasmpeyi of a world-wide
dynamic in such domains as political relations,neenics, communication,
and transport.

It is no coincidence that this introduction openghwtourism in
Valkenburg. Tourism is the major source of heritagptors, and heritage
coincides largely with tourist activities. IndedwIf of all Dutch heritage
consumption (such as visits to museums or monumtakss place during
vacations abroad. But this does not necessarilynrttestall heritage visits
are tourism-related. For many people in Hollandhé mo doubt abroad as
well — heritage is part of everyday life. Some 16%all Dutch citizens
over the age of six are “museum friends”, membefsaoheritage
association, or heritage volunteers: one millicdividuals in all (Van den
Broek 2005, 33; Huysmans and De Haan 2007, 17 ff).

Fig. 0-1: Valkenburg Railway Station, 1853

Heritage has various audiences, one of them camgist tourists, and
this particular audience can also be further suddil Thanks to
revolutions in the media, ICT and transport, hgetdhas become both
more familiar and more accessible to a larger antemaried public. The
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members of these audiences all interpret heritétgrehtly, depending on
the social context within which it is produced d@hd manner in which it is
presented. Just as a play comes to life whenpeiformed, heritage only
becomes significant in a setting where the audiént¢aken into account:
scripting and staging lend lustre to heritage. Tdle of the audience is
anything but passive. Without an audience, heritagdifeless. The
audience anticipates and participates in the pmdace. Heritage theatre
is literally a “black-box” performance, where act@nd decor share space
with the audience, and the “fourth wall” does ngise The visitor enters
and leaves the stage, is part of the performamtecambines viewing and
enjoyment with other activities (Crang 199Fach type of heritage has its
own audience: some cater to a particular grougeretappeal to a range of
different types of audience. Heritage performararesseldom withdrawn
from the repertoire, and the number of “first ngjlcontinues to increase.
Although not every individual heritage object ca@ preserved for all
eternity, heritage as such is never exhausted @arat al. 2002, 22).

Tourism is arguably the largest industry in the ldoin the course of
2010 an estimated 12.5% of the world population trélvel as tourists: a
total of one billion people (Urry 2002, 22; Grahash al. 2002, 20;
Scheppe 2009, 513). A noteworthy aspect of thiseldgment is the
prominent role which heritage plays in the tourfmtoduct. In the
introduction to their collectiomouring Cultures Chris Rojek and John
Urry emphasize that tourism is a cultural experena means of
acquainting oneself with other cultures. The awghdo not describe in
detail the nature of those cultures. They appeletmore interested in the
manner in which culture is experienced (Rojek angy 1997, 14). In their
view, most tourists are aware that the past whigly tare experiencing is
staged and thus not entirely authentic.

The omnipresence of images, together with the orasgnce and
recognizability of heritage have not led to a dezlin the number of
people visiting heritage sites. In fact, the regasstrue. The familiarity of
heritage entices people to travel, and also td thsi current exhibition in
their local museums. Despite — or perhaps duegdlmbalisation, location
is still important. This makes theatre a good mietaor heritage because
it is experienced physically, not virtually. Sasassen has observed that
physical locations continue to play a fundamentd iin the process of
globalisation, despite the degree to which “plaesitd “time” tend to
merge as a result of that process. “National globatkets, as well as
globally integrated organisations, require cenptates where the work of
globalisation gets done”(Sassen 2007, 108; Gerszitm@009). But what
is the “work of globalisation” that is carried oby means of heritage?
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Heritage as such has no meanings except thosarthattributed to it, it is
“the contemporary use of the past” (Graham et@D02 2; see also Riegl
1929, 12). Cultural objects and practices haveahways had significance
as cultural heritage, and what one person regardsiléural heritage is for
the other an expression of contemporary culture,sionply part of
everyday life.

Cultural heritage cannot be equated with cultures & framework that
collects, compares and classifies widely differmwgtural manifestations
from various periods and various geographical bemkgds. These
interpretive frames are referred to as “metacuffur@ccording to Francis
Mulhern, “Metacultural discourse, then, is thawihich culture, however
defined, speaks of itself”. Or in the words of Grldghan: “metaculture,
that is culture about culture” (Mulhern 2000, xirban 2001, 3). Roland
Robertson sees metaculture as the link betweeuarewdind social structure
on the one hand, and between culture, the indiViduel social action on
the other hand (Robertson 1992, 34). Robertsossssethe performative
aspect of metaculture: as a “code” which regulatesrestricts relationships
between individuals, social structure, and cul{iRebertson 1992, 34). He
also sees metaculture as a system of implicitallicodes governing the
relationship between parts and whole, individuaitel a&communities,
communities and outsiders, as well as the reldtiprisetween communities
and the world as a whole. Globalisation is the mixt® which these
relationships and systems converge (Robertson 18B2Hopper 2007,
96).

One of those implicit cultural codes is culturakitege. Individuals
give themselves and their communities a place envibrid stage by
means of cultural heritage. The latter is the tesfila “metacultural
operation”, by which culture “makes an expositidritgelf’ (Kirchenblatt-
Gimblett 2006, 168).

Cultural heritage as metaculture

Cultural heritage, in the sense of a framework emmssing various
cultural expressions, has gained importance inntegears, while the
regard for modernism has declined. Today’s glolmais are no longer
innovation, expansion, emancipation, and the mapdtion of production
and consumption, but rather identity, conservatiangd sustainability.
According to Robertson, globalisation is not thenafi phase of
modernisation, but the post-industrial phase of ldvdmistory, which
compels individuals and societies to re-interpheirtpast, their identities,
and their traditions, and “to sift the global scdoe ideas and symbols
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considered to be relevant to their own identitigRbbertson 1992, 46).
This vision is at odds with the view that globatien and modernisation
are one, thus doing away with limitations of timed space (Giddens
1990). Time and place are actually gaining in ingoce. There is a
yearning for the past, reflected in a growing iestrin environmental
issues, less tolerance for ethnic minorities, ane tise of religious
fundamentalism (Delanty 2000).

In the process of globalisation, a crucial rolegiserved for “images of
the world”, representations of how the world isooight to be (Robertson
1992, 75). The concept of a globalised culture € ‘globality” itself —
precedes the development of global structures: B&lty refers to the
circumstance of extensive awareness of the workl \&hole.” (Robertson
1992, 77). Robertson regards “images” and “mapshefworld, as fairly
concrete representations of what the world is likgpadurai, too,
formulates various “cultural flows” (ethnoscapegdiscapes, technoscapes;
financescapes and ideoscapes) as “imaginised wWoddscollective
aspirations which give rise to action. “The imagio@ is now central to
all forms of agency, it is itself a social fact athe key component of the
new global order.” (Appadurai 1996, 31; Lechner &uadi 2005, 15 ff ;
Calhoun 2006, 152).

Robertson’s “images” and Appadurai’'s “cultural flgiwplace the
primacy of worldwide agency in various cultural texis, in which
heritage does not occupy a separate position. 8 20ichael Di Giovane
came up with the well-chosen term “heritagescaps”a supplement to
Appadurai’'s “-scapes”. If we follow Robertson anghpadurai in their
assertion that globalisation is the result rathentthe source of cultural
contexts entertained all over the world, then caltheritage — in the form
of metaculture — is a suitable instrument by which examine the
relationship between cultural heritage and the enafgghe world.

The collection, presentation and representatiocutifiral artifacts and
descriptions of cultural practices have long bearn pf Western strategies
designed to chart the world, to bring it literallyithin arm’s reach.
Shakespeare’s notion that “all the world’s a stagéiich can be traced to
earlier representations of thgeatrum mundiand Comenius’ schoolbook
Orbis Sensualium PictugThe Visible World in Pictures 1658),
demonstrates how deep-rooted the wish is to expleavorld by means
of physical objects and the activities of otherg] &0 do so as concretely
as possible.
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Jon. Amos ComMMENIT,
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Fig.0-2: Johannes Comenius. 1688bis Sensualium Pictus

From the sixteenth century well into the eighteerdbllections of
antiquaria, artificialia ennaturalia provided an insight into the nature of
other societies, past and present, far away arskdiy (Bergvelt et al.
1992; MacGregor 2007). These collections werecnedited with a view
to providing insight into the world by means oftbiy. The objects were
invariably exempla examples of the splendour of God's creation:tfa
beginning God created the heavens and the easht, says in the first
sentence of the Bible. They wesgamples to learn from, to imitate, and
to surpass. As a contemporagxemplum,cultural heritage alternates
between example and paragon: it is a world stagggarum mundiThis
model is not flat, but multi-dimensionaHeritage can be experienced as
a model of the diversity of the human condition,iterspecificity, orits
memory. These three aspects correspond to Robw&rtsefinition of
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metaculture as a body of implicit cultural codeseagaing the relationship
between parts and whole. Diversity is linked to ithage of the world as
a whole, specificity stands for the relationshipween communities and
outsiders, while “memory” is bound up with the talaship between
individuals and communitiesMemory serves to place individual
experiences within the larger context of the comityuto which one

belongs, or wants to belong. Specificity lends ¢benmunity an identity

by virtue of the fact that it differs from other mmunities. Filled with

admiration for the endless diversity of man's cwdtuforms, all the

differences dissolve. Our experience of culturatithge undergoes a
dialectic process, fronbelongingto differenceto a synthesis of the
samenesef all mankind.

The theatre of diversity

In classical antiquity, there was a list of the mesmarkable
monuments to be found in the ancient world: theeBewonders of the
World. The works were located relatively close toeoanother in the
eastern part of the Mediterranean region: Greesi, Minor, Mesopotamia,
and Egypt. When the list was drawn up, in the sda@ntury B.C., they
were already highlights of cultural heritage (aitbb that term had yet to
be invented), having been built between the sixtth the fourth century
B.C. They were regarded by the antique societyhefday as the high
points of architectural and technical ingenuity.thMiwo exceptions — the
pyramids of Cheops and the Hanging Gardens of Babylthey were all
built by the Greeks: indeed, during this periodridoculture was
primarily Greek culture. To know the world waskimow its structures. It
was in 1721 that the Austrian architect Johann Heéiscvon Erlach
published hiEntwurff einer historischen Architektua series of historical
examples for the modern architect. The illustragiamclude not only the
architectural highlights produced by the Egyptiathe Greeks and the
Romans, but also those of the Chinese, the Perdiamdndians and the
Moslems.

In the nineteenth and early twentieth century,arahitectural primacy
of the wonders of the world was relinquished, amal definition of what
was historical shifted. Shortly before the outbreékhe First World War,
for example, a list of Wonders of the World was vadraup by the
cosmopolitan Austrian aristocrgtnst von Hesse-Wartegg whigfcluded
not only temples and cathedrals, but also the Stafliberty, the world's
largest steamship, weather stations, waterfalld, mountain formations
(Von Hesse-Wartegg 1912-1913).
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Fig.0-3 Ernst von Hesse-Wartegg. 1912-D& Wunder der Welt. Hervorragende
Naturschdpfungen und staunenswerte MenschenwedeZaditen und Lander in
Wort und Bild

UNESCO's World Heritage Sites, the latest versibthe wonders-of-
the-world list, contains even more sites of a cicamature than previous
versions, so that the two have become more or dgesnymous. The
criteria employed by UNESCO are linked not so machthe heritage
object as such, and to related local and histofak, but rather to what it
represents (Di Giovane 2008, 38 ff). The critenia somewhat vague: the
object must be a “masterpiece of human creativéugénan example of
the “important interchange of human values”, adisatnd scientific
developments and processes, as well as historcads and events, and
it must be associated with living traditions anddd, and masterpieces “of
outstanding universal significance.” (Unesco Cidter

Heritage is protected not by virtue of the functighich it fulfils for a
specific community, but rather the value whicheipresents for the world
community. Recognition is only accorded to sitest thmeet the universal
canonical standards for masterpieces. This doesneatn that all world
heritage objects are identical, but that the degfedifference lies within
the narrow bandwidth of such traditional art-higtak and cultural-
historical concepts as beauty, innovation and wailify. These aesthetics
are based on classical norms and criteria whichappdicable to widely



The Heritage Theatre: Globalisation and Culturaiitdge 9

differing cultural expressions, whereby those espiens are stripped of
their specific origin and significance (Halberts@@07). The norms on the
list determine the world heritage goods, or as BaxbKirshenblatt-

Gimblett puts it, all that keeps world heritage dtiger is the list itself.
“World heritage is first and foremost a list. Evilripg on the list,

whatever its previous context, is now placed irelationship with other
masterpieces. The list is the context for everghim it.” (Kirshenblatt-

Gimblett 2006, 170).

The placement of objects, sites and practices el WESCO World
Heritage Lists of tangible and intangible cultunatitage takes place only
after a proposal is put forward by the nationatestdhe prestige of the
UNESCO lists is such that governments go to conafe lengths to have
their national heritage placed on the internatiolistl An increasingly
important role is played by local, regional andiowadl lobbies, driven as
they are by the desire for world status, the prospé extra funds for
conservation, and even more visitors, especiallsigts (Van der Aa, 2005).

This competitive element was missing from the ealiNESCO lists.
It is comparable to the “sportscape” of the OlymBiames, where nations
likewise compete against one another, and natiamal international
elements become inextricably bound up with one tarotin the case of
the Olympic Games, it all starts with a race tauseche status of Olympic
City, at a cost of millions. Then billions more agent on the construction
of the facilities, which will be in use only brigflduring the opening
ceremony, the parade of national teams, and thelirperformances
highlighting traditional cultural aspects of theshaountry. Following the
closing ceremony, the medal-winners are receivethbyhead of state in
their respective countries. Since 1898 the Olympames have been
dedicated to promoting understanding and peace gmations by means
of sports competitions, in keeping with the objeesi of UNESCO
(Loland 1994; Roche 2000).

The objectives on the UNESCO World Heritage listravén turn
borrowed from the points of departure formulatedl@2 by the United
Nations, which was founded with the aim of promgtiworld peace.
UNESCO, the cultural organ of the United Nationaswet up in 1945: its
mission was “to build peace in the minds of men’ccérding to
UNESCO, there was no peace because of inadequaiacomplete
schooling,failed science, a lack of understanding of eaclerdshculture,
and poor communication. UNESCQ"S declaration ofrmtcorresponds to
the Rights of Man, drawn up by the U.N. in 1948 (fkdun Rights).

In Mark Mazower's assessment, the historic backggowf the
Declaration of the Rights of Man represents a breilk the ideals of the
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League of Nations, the predecessor of the Unitetiohs The U.N. had
more or less resigned itself to the fact that mitgaights could not be
enforced; it seemed wiser to strive for ethnicdlgmogeneous societies,
since people were convinced that the existenceinbrnities was one of
the causes of the Second World War. According tadweer, the lack of
political decisiveness — due in part to the enormmoumber of refugees
after the war and the political situation during thold War — was masked
by the call for individual human rights. To realig®se rights, culture and
science had to be marshalled (Mazower 2009, 23acdfel world
citizenship would not be brought about by enforciagys and sanctions,
but by influencing public opinion: “Men had to baceuraged to see the
world as a whole.” (Mazower 2009, 83).

There is a tension between “the world as a wholed andividual
citizens: we are all human beings, and yet we draiffierent. It is
precisely this inherent difference that is so cbnmastic of human beings:
recognition of the Rights of Man is recognitiontbé right to be different.
“Unity in diversity” is what characterises worldlture: we are “a culture
of cultures” (Sahlins 2000, 493). Within world Hhage, individuals
identify with a worldwide “imagined community” wHichas outgrown
national and ethnic limitations. Ideally, it is ine diversity of worldwide
heritage that mankind recognises his own conditem] protects it by
cherishing it (Anderson 1991).

However, the emphasis on heritage does limit oilityabo recognise
more recent and contemporary forms of culture asldvoulture. In a
sense, there is no room in this “unity-in-diversijewpoint for culture as
a continuous process of rise and fall, developm#ashes and adaptation,
exchanges, takeovers, and collaboration betweenvidodls and
communities. The World Heritage List consists ofidified cultural
products and processes with a significant symbfoliction for the state
which brought forth that culture: only states camimate heritage for the
World Heritage List, not individuals or communiti@ain, as in the case
of the Olympic Games). The consumption of this thge culture is
facilitated by the familiarity, accessibility, amekll-conserved state of the
object, thanks to the care bestowed on it by tle#eSHowever, constant
references to the exalted status of heritage cem @levent people from
realizing that it is more than world heritage.

In the chapter “Negotiating Heritage, The Wayanggai Theatre and
the Dynamica of Heritage”, Sadiah Boonstra dessribow in 2008, on
the initiative of the Indonesian authorities, Indsian wayang culture was
placed on the Representative List of Intangible t@al Heritage of
Humanity. Both inside and outside Indonesia, wayamgys an unassailable
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status as the epitome of Indonesian heritage.dentedecades wayang has
been revitalised, and the work of Enthus Susmam@aiticular, displays
borrowings and influences which range from Westpop culture to
Arabian music. And yet traditional wayang is sthle norm by which
respect for Susmono is measured. From an Indongsespective, it is
interesting to see how Susmono succeeds in meltiadition and
contemporary world culture; abroad Susmono‘s wergresented within a
heritage framework, where it is placed alongsidaditonal wayang.
Worldwide his work and that of other modern wayatayers is collected
by ethnographic museums, thus reinforcing the &geitlement.

Since 2003 there has been mounting pressure tgrdgei immaterial
heritage as world heritage, in order to save infextinction. The status of
the traditional wayang makes it difficult to see dam wayang, as
performed by Susmono and others, as the modernd-wade podium art
which it actually is. Moreover, the urge to presetiie Indonesian wayang
tradition is often questioned, given that that itiad is more alive than
ever, despite the fact that the present style @f giffers in various ways
from the traditional version.

Just as within world heritage Indonesian heritagenglifies global
cultural diversity, on a national level “unity inversity” is presented as
the essence of Indonesian culture. In the chapteadineering Cultural
Heritage for Local-to-Global Audiences”, Noel Saazdescribes how
since the seventies the heritage theme park Tanmainmdonesia Indah in
Jakarta has featured pavilions with objects anidities in the style of one
of the Indonesian provinces. They include no autbdmeritage objects,
and the exhibits are designed to highlight the titheiof that vast country
via a standardised and highly commercialised ptaetien. Within that
same time frame a similar approach was employe®anEs-Salaam,
where a village was erected in which each hut ctdtd the building style
of one of the ethnic communities in Tanzania. Radaty's international
tourist shuns these parks, opting for experiendedif excursions to
authentic locations, such as the “tourism villagés”’Indonesia, which
highlight the activities of the inhabitants. These regarded as more
authentic than the parks in the capital citiesnofonesia and Tanzania. On
closer examination, however, it appears that ttieriofjs of the tourism
villages have likewise been reduced to a showdfilth clichés and
hampered by a lack of information from the guid€anzania), or a one-
sided presentation limited to traditional practig@sdonesia). In both
cases, everyday culture and the function of cultugatage remain hidden
from the tourist.
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While historic city centres vie with one another“anique sites”, the
texts and images designed to entice tourists dem afuite similar, as are
the design and decor of the local cities. In heptér, “Urban Intervention
and the Globalisation of Signs: Marketing World itege Towns”, Anja
Nelle describes the authentic city against a stahtisstorical decor: the
same authentic lampposts and cobblestones, andianadl means of
transportation such as carriages. Residents, datiinethe appropriate
costumes, perform a “heritage theatre play”. Anjell& explains how
three different cities — Trinidad (Cuba), Guanajué¥lexico) and Vigan
(Philippines) — employ identical strategies to easthat they will be
acknowledged and experienced as world heritagescitHeritage as
metaculture has such a strong presence here thénhdst obscures the
authentic characteristics of the city.

While some cities opt for the same decor, identmehtions sometimes
choose to highlight specific local heritage, agiBiat van Ulzen shows in
her chapter, “International airports as stages&ional cultural heritage.
The case of Schiphol Airport, the Netherlands”. Shemines how,
despite the global preference for anonymous anardhaingeable
modernist architecture, some airports, many of theubs of international
transportation, give travellers a taste of thalaulture. While some tend
to fall back on heritage clichés, there are notabteeptions, like the
airport in Madison (Wisconsin), which is housed anbuilding whose
interior was designed in the local Frank Lloyd Witigtyle. Schiphol, the
airport near Amsterdam, has put considerable eiffoetdding Dutchness
to the departure areas. Noteworthy is the “HollBodlevard”, housing an
annex of the Rijksmuseum. During its exhibitionshows sometimes real
Rembrandts and van Goghs. The Rijksmuseum shop satitemporary
Dutch design products and in the “Airport Libraryihternational
passengers can read Dutch literature and books wiichDculture in
translation. Schiphol is the only airport in therldowith a museum and a
library.

The theatre of specificity

The canonical “toppers” as they appear on the WVdgritage List is
actually based on a classic Greek- and Romanratpiision of culture
as a collective, ongoing process. All the contiitmg — whether from
artists or scientists or anonymous artisans — aregb a cultural repertoire
which in its entirety is to the benefit of mankird.this vision, culture is
the sum of all the great deeds of mankind, and#m®n is a source of joy
and inspiration for people of all times, regardletsvhere they live. Time
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and place are of lesser importance: over the y#aesAcropolis and the
Taj Mahal, Machu Picchu and the historic city centf Vigan have lost
nothing of their appeal — or their significanceo+ fankind.

This classic canon is dynamic in nature, as witrthesplacement of
younger - but not too recent - sites and monumemthe World Heritage
List, and the growing interest in the heritage ohiWestern countries.
Obviously the list is not complete, for the simpémason that mankind is
constantly developing, and new “masterpieces ofdmreative genius”
and “important interchanges of human values” weljularly be added to
the list. The classic canon is open to everyoneis i world canon
unhindered by limitations of place or time.

This homogenizing view has come in for criticisrmcg the late
eighteenth century. The “romantic canon”, as | vafer to it here, began
as a protest against the glorification of classicalture and the
Renaissance culture which it inspired. Other natioon or beyond the
periphery of Europe, also have interesting cultunebich cannot be
compared to those in antiquity. There is in factsach thing as a world
culture, which consists of various national cultureNot only because
those cultures differ widely in form and contenit hlso because they are
all linked in quite different ways to the sociav@onnment and world view
of the society in question (Halbertsma 2007 andrdssn 2006). In the
romantic canon, the category “art” plays quite adesi role: daily life,
religion, material and immaterial cultural traditg) trades, and farming
techniques are all of equal importance, becausedive expression to the
characteristic identity of that community.

According to Johann Gottfried von Herder and otieenantic thinkers,
cultures cannot be compared. The value and signifie of a culture can
only be understood by those who are themselvesqgbahat culture In
their eyes, continuous change, the exchangdeafs and art forms, and
ongoing progress — core values of classical cukusgere not qualities
Cultures which have undergone little change anct ltax themselves off
from outside influences are by definition superibgcause they have
resisted the modernity and homogenisation that rapeay those
influences. Within the romantic concept of cultutes identity of a society
is embodied by what is unchanged and incommensairabl

With respect tocultural heritage as metaculture, the two aspetts
classic and romantic values stand in a dialectatiomship to one another.
Cultural heritage can function in a setting of hg@oous world heritage
as well as in the heterogeneous setting of commhbeadlage. What has
been placed on the World Heritage list by virtueitsf quality can be
cherished within the context of state and commul(iitglbertsma 2007,
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23). The criteria of the UNESCO World Heritage Ligt973), the
UNESCO Convention for the Safeguarding of the Igilale Cultural
Heritage (2003), and the so-called Faro Conventibrihe Council of
Europe (Convention on the Value of Cultural Hertdgr Society, 2005)
reflect how the centre of gravity has slowly shiffeom classical values to
romantic values. This is reflected in a growingogation of immaterial
cultural practices and low culture, a preferenaenfon-Western cultures,
and more emphasis on community cultures than ohehiéage of national
states. In the UNESCO Convention intangible cultbeaitage is defined
in clearly recognisable “romantic” terms, as “firactices, representations,
expressions, knowledge, skills — as well as therunsents, objects,
artifacts and cultural spaces associated therewitthat communities,
groups and, in some cases, individuals recognigeagsof their cultural
heritage. This intangible cultural heritage, traited from generation to
generation, is constantly recreated by communéies groups in response
to their environment, their interaction with natuaed their history, and
provides them with a sense of identity and continuihus promoting
respect for cultural diversity and human creatiVitnesco Culture).
Keywords here are the emphasis on the identity eodtinuity of
communities, groups and individuals. The Conventieeps silent about
about works of art and does not use artistic Gaiter

Despite this shift, UNESCO regards world heritagesamething of
and for the world community. However, the Faro @mtion stresses that
both individuals and communities are entitled toithge as the basis of
their identity. For the Council of Europe, culturbéritage is a raw
material, “a group of resources inherited from plast”, as stated in article
2 of that convention, and as such it contributeth&r well-being. Just as
communities have a right to ownership of their lamthealthy environment
and natural resources, they are also entitled ltaraliheritage (Council of
Europe).

The recent discussions in the Council of Europeutibuinorities and
their right on their own heritage, are part of thegoing debates about
minority rights inside the boundaries of the Eump&ommunity. These
debates tend to obdurate as time goes on and teact tb nearly
implacable forms of discord on issues like the fiasi of Roma, Muslim
communities and illegal immigrants. New forms ofnservatism and
popular radicalism undermine the democratic foundat of the nation
state, maybe a prefiguration of a total reshapiinth® European political
and social framework as we know it.

Gerard Delanty describes how, as a result of théajlprocesses of
capitalism and democratisation which have takeoepla recent decades,
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the concepts “state”, and “nation” are no longapmatically synonymous,
in the sense of a place where citizens feel sectm®cesses of
homogenisation and modernisation, initiated byrthon state, have been
replaced by global processes of divergence anagiggment. In the past,
the nation state had a unifying ideology, one tiné¢rnally united its
citizens, and externally protected them againsemttations. Community
borders are now more likely to lie within natiormedrders, while national
ideologies have been replaced by group identitiéational societies
disintegrate into multicultural groupings, which naend the political
recognition of their rights on the basis of theientity (Delanty 2000, 81-
93; 101-105).

It seems that the post-World War Il optimism abautglobal
community, doing away with differences or only seeithem as
interesting — but no more than interesting — caltwextras, has been
exchanged during the last decades for the righttand to stay different.
In this way, cultural heritage can serve as arnruns¢ént to exact one’s
rights. It is for good reason that in drawing ting Faro Convention, the
Council of Europe took care to add an article (bjch states that the
right to cultural heritage is limitedvhere it conflicts with the rules of
democracy and the rights of others. Also articlethb UNESCO
Convention for the Safeguarding of the Intangibkzithge (2003) stresses
that only consideration to intangible heritage wile given as is
compatible with existing international human rightsd the requirements
of mutual respect among communities, groups anigighhls.

Conflicts over the meaning, value, and ownershiphefitage are
inevitable, for the simple reason that culturalifage functions on various
levels: world, nation, and community. Moreover, thaticipation of the
heritage consumer is different on each of thoselsevor example, the
tourist and the heritage site he visits share i ‘fitentity”, as opposed to
the “thick identity” that links residents to thertiage within their own
community (Calhoun 2002; Kirshenblatt-Gimblett 20085).

“Thin identies” are fragile. All too often good @rtions must make
way for rock-hard interests, while tliémagined community” functions
well as an ideal, but has little power. In the dbagModern Trophy:
Global Actors in the Heritage Valorisation of thaisons Tropicales
Christoph Rausch shows how UNESCO has gradualigdadttention for
Africa’s colonial heritage, and is putting pressare the former mother
countries to actively support this shared heritdfmwever, such steps do
not always lead to conservation on site. For exam@lUNESCO study
devoted to threenaisons tropicalesn Brazzaville (Congo) and Niamey
(Niger), designed by the French modernist architbsdn Prouveé, put
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gallery owners on the track of his work in the femfrrench colonies in
Africa. Despite protests from the UNESCO World kege Center, all
three of Prouvé’s houses (pre-fabricated aluminagmstructions) were
dismantled. At present they are to be found, reaspdg, in the Centre
Pompidou in Paris, a private collection, and theclstof a galleristAn
interest in heritage is not passive but perfornegtinvolving various —
often conflicting — parties, all operating in theiwn interests.

The argument underlying the decision to removetihee houses from
their original site was that this was the last deato preserve them, that
the move would facilitate research, and that byr ery nature the houses
could easily be dismantled. These arguments, whieh based on the
status of Prouvé as a modernist artist — and eeseptative of France’s
contribution to world culture — also disregard pust-colonial situation, in
which the objects had been on display for seveeabhdes, as well as the
functions which they fulfilled in the later non-faeh context. For the
gallery-holders, however, the houses remained Fremoce presented to
her African colonies, they were later repatriatgdtiite West as modern
trophies, and restored to their original state {849 and 1951). In this
case, globalisation did not lead to an appreciatibeach other’s culture,
but to the appropriation of what one party regaraeds property.

In the chapter “Globalisation, the community museamd the virtual
community”, Dorus Hoebink describes how a societhiclh was
stagnating as a result of global economic and wogical processes
rebelled against globalisation, and the resultingrgimalisation, by re-
inventing itself and presenting itself as heritattpe: Le Creusot-Montceau
Eco Museum Project. Here everything is heritage, amdhe romantic
tradition, no distinction is made between landscame place of residence,
houses and industrial buildings, material and inemak heritage, audience
and experts. Conservation of the past has becheneatv material which
guarantees a decent future, just as metal, mingglass once did for the
Le Creusot factories.

And conversely, according to Hoebink, an existiegitage collection
can generate a new community, as in the case oBTdmeklyn Museum in
New York. Thanks to an attractive physical anduéttcollection, it was
possible to transform an informal group of museursitrs into a
community with a shared interest. In this case modiechniques are not a
threat to the community, as in Le Creusot, but astrument for
community-building. There are considerable diffees between the two
heritage communities — they can best be described &hick community”
and a “thin community” — but in both cases cultunatitage is the glue
that keeps them together.
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In the recent past we have seen the worldwide oisenigration
museums, in answer to a desire to provide the tegames of migrants
with an historic context. These museums were irgdndainly as a means
of promoting the process of integration and sodiahesion, and
generating understanding for the effects of migratiAt the same time,
the new migration museums with their spectaculachitecture are
“markers” which help to promote the city. In thieapter “The point of
Departure. Migration Museums in Europe”, Hélénerggke explains the
choices that were made during the construction dewbration of these
museums (not all of which actually call themseliasseums), and how in
some cases the authentic stature of the colleasdieu de mémoirds
based largely on its location near a harbour a@acourse, it made a
difference whether you were immigrating or emigrgtiln countries such
as the United States, Australia and Canada (amd Fatsnce), museums
tend to focus on the contribution of immigrants the new society,
whereas the European museums stress the reasdeavimg and what the
emigrants left behind.

A notable aspect of all these museums is the engpbasrecounting
stories, and the public-oriented nature of the lgishi Migration museums
cater to a varied audience, ranging from touristghe descendants of
migrants and everything in between. This means tthatmessage is not
always as clear as it might be. These days welbie some sense of the
word migrants, but not everyone experiences thatirothe same way. In
addition, while political issues can be disguised atractive cultural
heritage, that very fact prevents them from beragdlated to the present-
day situation, and underscores the position oftitggant as an outsider.

The theatre of memory

It has previously been noted that heritage ha®thspects: heritage as
“diversity” is linked to a view of the world as ahele, heritage as
“specificity” to the relationship between the commity and outsiders, and
heritage as “memory” to the relationship betweea thdividual and
communities.

Memory makes it possible for people to store, retand recall
information. In this context we are talking abowpisodic memory”,
which is responsible for storing personal memosdged events that took
place at a particular time, in a particular plaédemderson 1976). This
episodic memory is far from static: individuals aenstantly re-writing
their life story, retouching or omitting eventsfiiothe “plot” of their lives.
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We need memory to create continuity and thus itenthe life story
which we compose serves to connect our past angdresent.

Memory is quite selective as to what it retaingddes not preserve all
the events that take place in our lives in the samg, nor does it focus
exclusively on the pleasant memories. Draaismashaw/n that what our
memory retains dates mainly from adolescence arg &dulthood, which
represent the main dividing line in our biographyarlier and later
memories tend to be much less vivid. It also appélaat memories of
rejections and humiliations are sharper and arained longer than
positive moments (Draaisma 2004).

Fred Davis has pointed out that our thinking altbet past is largely
positive and nostalgically coloured. Nostalgia ifighly personal, rosy
memory of a past which one has experienced atHastl. In principle, a
person cannot feel nostalgia for a period or annevee has not
experienced himself. Our nostalgic memory reassuwiss that our
individual past was meaningful and imbedded witthat of others. If
someone is different from others, that can in sgext be explained by
developments in the spirit of the times, similamtoat was experienced by
other members of the same generation. Although raeanostalgia does
not go back any further than our own past, it magiude the personal
memories of our parents. In addition, historicabr#e reported by the
media are endlessly recycled, so that they almestoine personal
memories (Davis 1979, 61-62).

Nostalgia plays a major role in heritage consummptiBummage sales,
internet collectors’ sites, exhibitions focusing the ordinary, everyday
objects of daily life, CDs with Greatest Hits: afi these recall a moving
and comforting past, as an alternative to the d¢gmicthat comes with
adulthood and the menace of the future. In the ttheaf nostalgic
reminiscences, the individual directs his own pakistalgia can be an
excellent instrument to reach out to people, bustnpoofessional heritage
organisations hesitate to use it, as in their opirserious issues need to be
discussed on a level transcending individual mem@yoeneveld and
Sijmonsbergen 2010, 31; De Jong 2010).

But notwithstanding these reservations, a fusioncoliective and
individual stories has become quite the norm inHis¢éorical museum, by
the introduction of individual stories in museumeggntations or by
opening museum sites on the internet for individualform an archive of
personal memories around events or sites. Andefsobiography has no
links with dramatic historical events, a museumiteiscan borrow an
identity for the duration of his visit. Popular naslays is the method used
in emigration museums, war museums and Holocauseums by giving
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the individual visitor a ticket with the name af @migrant, soldier or
Holocaust victim on it, whose fate the visitor daltow up during his visit.

The far-reaching identification of the individualtivthe past can also
take on other forms. In the recent past, events loaeurred which we did
not witness but which had an enormous impact onttd in which we
live. No one visits Auschwitz because of the diitgref human culture
(although it is a World Heritage Site). People beré because they want
to experience from close-by the incomprehensibdmaginable horror of
the place, and to murmur “never again” (Lennon 200@ere memory has
a strongly performative character, evoking not tdfimation or admiration,
but rather action and discussion (Tilmans et al.(20
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Fig. 0-4: Visitors lining up for the Anne FrankhuisAmsterdam

In the last twenty or thirty years we have seemwmssitierable increase
in what is referred to as “difficult heritage” (Lag and Reeves 2009;
Macdonald 2009). Although two entire generationsehgrown up since
the Second World War, the number of visitors toasmtration camps and
other memorial sites is not declining but incregsifhe Anne Frank
House in Amsterdam is one of the most visited hget sites in
Amsterdam, with close to a million visitors a yéas comparegith 9000
in 1960; Van der Lans and Vuijsje 2010). Sincefttiieof the Berlin Wall,
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similar museums and memorial sites have been édtedl in Eastern

Europe, in order to chronicle the terror under camist rule. All these

places of horror have been preserved because thgag of a permanently
relevant discussion about how something like tiisld happen: here the
criteria are not the classic aesthetic or culthisterical values, but rather
the “conflict value” of the site (Dolff-Bonekamp2008).

Thus the individual appropriation of the past ranffem the nostalgic
equation of one’s own biography with history, to approach where
cultural heritage is an ethical issue. Tracing sn&mily history in
archives, culminating in a search for the rootsoné’s own population
group in a totally different part of the world,asother version of the link
between general and individual history.

In his chapter “Testing Roots. A heritage projettbody and soul”
Alex Van Stipriaan questions the importance of oh¢he key words in
the contemporary discourse on diversity and idgntibots. Roots are
literary, as he states, “heritage pur sang”. Thaividual is linked to
history by not only the traditions and culture heharited from his
ancestors, but by his DNA as well. Nowadays nevwrigpies make it
possible to trace one’s origin beyond the confioememory and written
sources, although DNA technique is not as reliavld clear cut as it is
often presented.

Van Stipriaan assembled a Dutch group of peoplé&ufinam and
Caribbean descent and presented them the outcord®Afresearch of
their maternal line. It turned out that in theirtevaal line all of them had
their origins in Africa, but not from the same m@gs. Subsequently, some
of the group went with Van Stipriaan to Cameroomotuk for their roots,
while the others stayed in the Netherlands. Thearaé of this trip was
that most of this group felt “at home” in Africadnecognised or thought
they recognised things also familiar to the Caribhec.q. Surinamese
culture. Back in the Netherlands, the paternal Dis& was followed up
as well and the roots of the group turned out tddsemore global than
only African. Later on none of the group felt itoessary to follow up their
African roots, it was part of their history, butlpmone part. “Maybe even
more important is that one of the main resultshef quest for roots is the
increasing awareness that there is a certain bleyam this kind of
heritage,” Van Stipriaan concludes. “Africa is adiof ‘deep’ but distant
roots, to which you can refer if necessary or wéin8urinam or the Dutch
Caribbean are maybe even deeper, because much otg whereas the
Netherlands are not even roots (yet), because tad mpart of daily lived
reality. Actually, roots never seem to be — in tioreplace — where its
descendants now find themselves.”



The Heritage Theatre: Globalisation and Culturaiitdge 21

In her chapter entitled “Virtual Identities and tRecapturing of Place:
Heritage Play in Old-Town Jakarta”, Yatun Sastrgaja describes how
public history can be experienced in private raet¢ment. Alongside the
official national heritage bodies in Indonesiaréhare also varioygrivate
foundations devoted to local heritage which foumehtselves in difficulty
as a result of neglect and urban renewal. Oftew thé not fit into the
official heritage policy, which focuses on the isoand high points of
Indonesian culture, such as the Borobudur and titere of Bali. Later
on, a more light-hearted approach to the issueadllheritage emerged
which was borrowed from youth culture: for examarticipants dress
up as Javanese princes and princesses, or Dutchiasl This is not a
true re-enactment, as it does not involve a “sedptand artistically
responsible acting-out of historical events (De @&r2009, 103-109). Nor
is it a kindof Mardi Gras, since the costumed participantdhéesée highly
popular performances in Jakarta and other largescinh Java combine
their street activities with research, informativebsites, and oral history.
What we see here is a new approach to history, ellyeone’s appearance
as an historical character is a condition for thgquésition of historical
knowledge. Here subject and object coincide.

In the closing chapter “Meaning in Chaos? ExpeiigpcCultural
Heritage and the Challenge of the Popular”, MikdiRson describes how
alongside the official, exalted heritage propagdigdJNESCO and the
nation-state, popular heritage has undergone armmaus expansion. It is
bound up with the emotions of visitors, and closetheir own lives. In
recent decades this form of heritage has increaseledly, and more and
more tourists are becoming involved in forms ofifage which are “more
intimate and meaningful in the sense of the everydad, arguably with a
heritage which carries utility in terms of beingcwdly and politically
relevant.”

But how is it possible that everyday contempordsjects and events
are now being presented as heritage, even by sehienitage institutions?
Robinson believes that the nation state is no loiige sole body that
decides what is or is not heritage, and that initexidto the official
heritage bodies, more and more private businegsesngering the market
with popular heritage “specials”. At the same timeisit to such temples
of culture as the Louvre need not include a vigithe collection. With
their spectacular edifices, complete with shops @sthurants, museums
are also places of leisure, and the backgroundéstsellers and films,
such asThe Da Vinci Code
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In closing

André Rieu was born in 1949 in Maastricht, capitaithe province of
Limburg, where he still lives. He began his care#&h a salon orchestra
that specialised in Strauss waltzes. Today Riethéshighest-paid male
performer in the world. The massive decors whictbatgpany him on his
world-wide tours were inspired by the facade of @uhiénbrunn Palace in
Vienna, where he performed live in 2006. He is grad his Limburg
roots, and it was only natural that he was askegeidorm in front of
Queen Beatrix in the Roman grottoes of Valkenburg26 March 2010.
On that day, Rieu’s regional, national and worlehéa built upon Austria’s
cultural heritage, merged with the origins of Valkerg, the Dutch
monarchy, and the celebration of 125 years of $ouriThe Theatrum
mundi of cultural heritage knows no bounds when it conwesize and
genres: it is as large as the world is wide.

atisnding his conoertin
the caves of Valkenburg.
Kees van Wik generl

couny.

Queen Beatrir opened s
jublee exposton i e
nuing of the Valkenburg
caste.
Highight of this visit was
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CHAPTERONE

NEGOTIATING HERITAGE:
WAYANG PUPPETTHEATRE
AND THE DYNAMICS OF HERITAGE
FORMATION

SADIAH BOONSTRA

Introduction

Generally, wayang refers to many kinds of tradaiotheatre in Java,
Bali, Lombok, and some other parts of Indonesia @odtheast Asia. The
word wayang can either mean a (wayang) performam@sjang) puppet,
or (wayang) characteayang kulitis played against a screen with flat
shadow puppets, usually cut out of water buffatberand painted. This is
the most widespread form of wayang.

Wayang goleks performed with wooden doll-like rod puppetsheitit
a screen (Mrazek 2002, 1). Wayang puppets in museliections around
the world together with the exotic sound of the gan have become
icons of “authentic” Javanese culture with rootsiipre-Islamic past since
colonial times. This connotation of authenticity sv@onfirmed and
reinforced by the Indonesian state within the cxindé the nation with the
application of the wayang puppet theatre for the B3RO List of
Masterpieces of Oral and Intangible Heritage of Huoity. In 2003
wayang puppet theatre was officially proclaime@dadNESCO Masterpiece
of the Oral and Intangible Heritage of Humanityddfive years later
inscribed on the UNESCO Representative List of rigthle Cultural
Heritage of Humanity. An elaboration on the justfion for the
UNESCO Proclamation can be found on the UNESCO ieb%The
Wayang Puppet Theatre still enjoys great populaktywever, to compete
successfully with modern forms of pastimes suclvideo, television or
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karaoke, performers tend to accentuate comic scEnbe expense of the
story line and to replace musical accompaniment wip tunes, leading
to the loss of some characteristic features.”

Fig. 1-1: Enthus Susmono performing in Teater LargiSemarang, 30 July 2009.
Photo: Sadiah Boonstra

In January 2009, the dalang (puppeteer) Ki (Theddoable) Enthus
Susmono visited the Netherlands to be present atoftening of the
exhibition “Wayang Superstar - the theatre worldKoEnthus Susmono”
in the Tropenmuseum in Amsterdam.

The exhibition focused on Enthus Susmono himsedf his puppets.
Later that year he performed in the Tropentheatdichy like the
Tropenmuseum, is a department of the Royal Trogitstitute. Various
papers picked up the museum’s press release antd:widi Enthus
Susmono breathed new life into the authentic Ind@amewayang puppet.”
2 “The controversial Javanese puppeteer and puppéemKi Enthus
Susmono enjoys in his own country the status opésstar”. He is the
most trendy, the most cheeky, and the most cre&titidis performances
are innovative and keep the wayang theatre afiviRough language,
sexual allusions, a puppet that drinks beer. Ustikently such brutalities
were unthinkable of in Indonesian puppet play,wagang. The work and
performances of Ki Enthus Susmono changed that. [n.his home
country Ki Enthus Susmono had to endure quite seimgse. He was

called the Crazy Dalang, the Cowboy Dalang, andkhsar Dalang, the
‘rude’ dalang.®
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Fig. 1-2: Enthus Susmono at a press conferencesihduse, 22 July 2009. Photo:
Sadiah Boonstra

These quotes suggest that key elements in the efdtkthus Susmono
concern innovation and the enlivening of a traditichich had almost died
out. The kind of wayang he creates is implicitlystaiguished from
another, contrasting sort of wayang which is auibgmot modern, not
creative, but nearing extinction. Also, he is omgbdo older dalang
colleagues. However this “other” kind of wayang rist defined or
elaborated on; it is looming in the backgrounduassd to be known by
the readers of the (newspaper) articles. Variowestipns arise from the
distinction that is being made in the way EnthusrBeno is described. If
he is considered to be modern and innovative beiisy measured against
some kind of wayang standard that is referred to‘aaghentic” and
“traditional”. What then is the wayang that is lgidefined as the
standard? How has this become the standard? HosvEittdus Susmono
differ from this other, “authentic” or “traditiorfalvayang? Who and what
decides what this standard is and what does thefuseémply? How do
local and global elements influence the processtafdardisation and
interaction? What does this tell us about the dyoanof heritage
formation? Rather than giving answers this papersapb open up a first
exploration into this subjeét.

“Traditional” wayang puppet theatre

A widely shared idea of wayang has already exi$teda long time.
Consequently, the specific sound of the gamelarettmy with the
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delicately carved and painted wayang puppets haesrbe icons of a
culture that has become considered as “authergicdriese culture. Even
though Indonesia nowadays contains the largesnislaopulation of any
nation in the world, this image of “authentic” Jaeae culture is rooted in
a pre-Islamic past. The American historian L.J.rSe@bserves in her
influential study Shadows of empire: colonial discourse and Javanese
tales (1996) that wayang and the gamelan sounds areatpgpeand
nonthreatening signs of postcolonial Indonesiati@darly when viewed
in the light of the rise of Islamic fundamentalisimd the representation of
the perceived threat of Islam in European and Acaerimedia. Sears also
points out that wayang is usually conflated wittvalJaand Java with
Indonesia; and that this coalescence is still usgdrientalist scholars,
Indonesian businesses, tourist promotion schensharpolitical running
elite in Jakarta (Sears 1996, 215). The converttimea of wayang thus
mirrors a static and ahistorical tradition. Howevéne contemporary
wayang tradition is far from an ahistorical phenoow It is the result of a
centuries long vital relationship between a perfamoe practice and
wayang scholarship by Western and Indonesian waysutigusiasts, the
influence of the Javanese courts on the traditisnyell as modernist and
contemporary politics.

Although the earliest historical evidence of wayaages back to thé"
century (Herbert 2002, 16), our knowledge of itstdry, performance
practice and role in society starts with Dutch duoeatation in the late 18
and early 19 century (Sears 1996). The earliest scholars weaimlyn
interested in wayang kulit in order to become agged with Javanese
culture, but tended to discount wayang golek. Siam@ously with the
documentation of the wayang tradition, guidelinesravestablished for
what was worth and what was not worth recordings Thillustrated by
the accounts of the Dutch philologists J.A. Wilkeaisd C. Poensen.
Wilkens is the first to document a wayang perforogaim Javanese with a
Dutch translation in 1846 and wrote in his introdlut. “The one who
wants to judge [the] wayang play in comparison tor a@ramatic
performance will not find anything that is wortrewing, but if one would
want to become acquainted with the Javanese maselg| then we
believe, that a wayang performance provides alsleitavent, in which the
people are characterised most excellently [...] Tokowing tjarang
[fiction of the dalang] Pregiwo, we wrote down fraime mouth of the
court dalang, Ki Redhi Soeto, with omission of phatitudes, which would
not have been left out in the same performand®Vilkens 1846, 6-7).

Almost three decades later Poensen wrote: “But \gh#t? There is no
development, no progress, in the art! Once oneggbaithe hang of it, once
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one has got the grasp of it, got the knack ofrie & done for the rest of
his life. Henceforth, one knows neither of new padr repetitions. It is or
does not become science, but rather a knack, laakd if one once hits a
wrong tone, oh! It does not matter that much!(Poensen 1872, 220).
And: “Let us learn what the dalang will recite [..JWe chose the
Lampahan Palasara. We will report this story ifiitifiterally and further
in short features, omitting all, that seems to amewhat hurting or less
proper.” (Poensen 1872, 246).

At the turn of the century the wayang tradition vedesvated with the
work of the Dutch historian G.A.J. Hazeu. He waswinced that wayang
was originally Javanese with roots in primitiveligimus ancestral ritual.
“It can be said: the wayang performance was pathefancestral ritual.
[...] If the shadow performance — as we tried to statmve- was one of
the constituenparts of the ancestral ritual, the performer, thiag, was
the priest of the cult..”® (Hazeu 1897, 54). His study was without
criticism adopted by Western scholars and laymehalso by educated as
well as untrained Javanese. For almost one celtarpgu’s analysis was
influential, until the 1970s, when the Dutch philgist J.J. Ras concluded
that the wayang theatre did not develop from amestnal ritual, but that it
evolved from a merging of two parallel traditiotise one rural and native
Indonesian with roots in magic-religious eventsttl@dso had an
entertaining character; the other tradition arisiic and imported from
India (Ras 1976, 86-87).

A.B. Cohen Stuart, a Dutchman who specialised ifayland Javanese
language, was the first to pay attention to théedéihces between Indian
Mahabharata and wayang stories in 1860. The intéoeseligious and
philosophical elements of wayang was reinforcedhwy discovery of its
Hindu-Buddhist roots in the f&entury and with this wayang’s status was
raised. According to Sears, the Dutch Theosophist K. Van Hinloopen
Labberton was one of the first, influenced by Tdwahy, to no longer
regarded wayang as a degenerated tradition, likd 8 century scholars.
Van Hinloopen Labberton first wrote down her idéa€nglish in 1912
and published in Dutch in 1921 that she consider@ghng as a vehicle of
ancient Javanese contact with higher knowledgehd@mwayang was a
reflection of an old wisdom long gone that could tbeced back to the
great Shaivite and Buddhist kingdoms of the prarst period; a period
in which Indian religious, cultural, legal, and teal traditions were
imported to Java (Sears 1996, 129).

In 1922, the anthropologist H.W. Rassers, also &ldoan, wroteDe
Panji-roman a study of the tales of the legendary East-Jammeince
Panji. Like Hazeu, Rassers was convinced of wayangpts in ancestral
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ritual. He argued that wayang was a symbol of theestral marriage. It
was the initiation ritual of a bride and groom irstociety performed in a
dramatised form: “[...] the oldest core of the Patpiry is a myth, which
[...], tells the origin of the Javanese world with @&xogamic arrangement
of marriage and its initiation rite as an introdontto it.” ! (Rassers 1922,
369). A few years later, under influence of thedsop thoughts,
Mangkunagara VII, ruler of the minor court in St (1916-1944),
wrote Over de wajang koelit (poerdf in het algemeen en over de daarin
voorkomende symbolische en mystieke elemémtehich he emphasised
the mystical element of wayang. It was written intéh in the 1930s, and
at the time of its publication regarded as the tegresentation of wayang
(Sears 1996, 15). Mangkunagara states that waysrthei essence of
Javanese culture and every wayang story is a qfestmystical
knowledge. “...the wayang is not just play and eaiarhent, but the
reflex of a spiritual and inner life of a whole pd® [...] That is why the
wayang stories [...] are the testimonies of a vergcsgd and very high
civilisation. [...] But there is still something elsMany wayang lakons
contain a lesson, which is based on a secret, etbrfikom supernatural
influence, knowledge concerning God, the world andture.” **
(Mangkunagaran VII 1933, 88).

Every performance is a representation of an effortestablish a
mystical relation with the higher powers within ea#; a spiritual search
of mystical knowledge. The wayang puppet theatrthésessence of the
Javanese people: “It is hoped that | have congihwtith this lecture to
the unravelling of the peculiar mystery, why theyesmag already for
centuries roots in the soul of the Javanese peomlewhy it, even now, in
modern times, is still loved, admired and honoumbdere the real Javanese
national spirit in the positive meaning of the worstill rules.”
(Mangkunagaran VII 1933, 89-95).

The studies briefly discussed above were all kellipations in the
construction of the understanding of “authentic™waditional” wayang.
These publications focused on ritual, religious] amystical elements of
wayang and wayang's essence to Javanese cultempbasised. These
elements came to constitute the “authentic” wayaadition which was
taught and further developed at Javanese coutttsebgstablishment of the
dalang court schools in the beginning of th&' 2@ntury. The Pasinaon
Dhalang ing Surakarta, or Padasuka in short, waéi$t dalang school to
be opened in 1923 in Surakarta upon the instigatfd@usuhunan (ruler of
the main court of Surakarta) Paku Buwana X (1893919 In 1925
Habiranda was the second dalang course to be openédgyakarta on
the authority of Sultan Hamengku Buwana VIII (191239) with the
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support of the Java Institute. A few years latar1931 another dalang
course was established at the princely court of dkanagara VIl in
Surakarta, the Pasinaon Dhalang ing Mangku-Nagaram, known as
PDMN (Pamulangan Dalang Mangkunagaran). At the tcaehools
wayang practice was used as a standard and codlifiedles that were
widely recognised as ideal patterns (Arps 198538B-The dalang court
schools emphasised the “correct” presentation:ptiaetice of the norms
and rules for the art of dalang were establishédeafavanese courts. New
developments in wayang performance were condemadtey deviated
from the rules. The rational behind the establighinoé these schools was
the education of people who could preserve and @asgke court tradition
in its purest form (Van Groenendael 1985, 37). &tdacation provided at
these dalang court schools could be regarded asdtempt to record and
standardise the wayang tradition (Ras 1976, 103-104

After Indonesia’s independence (1949) the Dutch tlosir pre-eminent
position in the academic study of wayang. Mainlgdnesian scholars and
American anthropologists continued to work in tldsademic field.
However, colonial works on wayang continued touefice postcolonial
wayang studies. The conventional view on wayang pratonged by a
few more decades witithe Religion of Javd1960) by the American
anthropologist C. Geertz. His work repeated th®mial view of wayang
by describing it as an elite art and as the essehtge Javanese people:
“...the “Alus [refined] Art” complex — is at once thmost widely spread
throughout the culture, the most deeply ingraineshd the most
philosophically and religiously elaborated, thistltargely by the prijajis
[elite]. The center of the complex is the wayanige tworld-famous
Javanese shadow-play.” (Geertz 1960, 262). He gp@tr wayang as a
classical, elite art form, distinct from rural afalk traditions with a
religious connotation: “A wajang performance is @ice a kind of
elaborated abangan selamatan [traditional Javanetigeous meal] and a
refined art form subtly symbolic of the prijaji dabk and ethic.” (Geertz
1960, 267).

But even after Geertz, the conventional view of amay continued to
exist. In it wayang is perceived as a high art ammg teachings:
“Wayang purwa is a form of theatre. It is ancidnt, it originated in the
days of primitive man; it is very beautiful, bothear and eye, and it has a
spell-binding effect upon millions of IndonesiaWayang Purwa is a
mine of ethical teaching inherent in Indonesianuwel, and it is a medium
of communication capable of acting as an agenthafnge in the fast-
changing world of modern Indonesia.” (Bondan 1984 And it is a never
changing tradition that for centuries has been gzhss/er: “The stories



34 Chapter One

presented in these plays are imbued with moral ethital education.
Over and beyond everything else, Wayang Purwansemmed essentially
with ethics and education. Whatever the changesrmadayang over the
centuries since its remote origins, its ethicalrheamained unaltered.”
(Bondan 1984, 8).

In his discussion of Bondan’s publication the aopfmlogist R. Curtis
observes that “authentic” wayang is described inahistorical way, in
which the emphasis focuses on both a JavaneseBa@donessence and its
Indian roots. Also philosophical, supernaturaligieus, mystical and
psychological elements in wayang are highlightddments that were
already highlighted in publications written in coial times. The function
of wayang is described as educational, communieatireinforcing
morality and acceptable modes of behaviour forithévidual and society
(Curtis 1997, 173). The purity and authenticityvedyang as indigenous
(rather than of Indian origin) and having undergam® fundamental
change over thousands of years also implies a coticat it, as with other
national cultural treasures, needs to be presei@edservative wayang
lovers often fear that the quality of wayang is @ndontinual threat from
what is regarded as negative consequences of sl change and
wayang'’s popularisation (Curtis 1997, 186-187). Toaventional view
on wayang still exists and still functions as a dienark for many
Indonesian and Western wayang scholars and ensitsiséand as a basis of
analysis (Curtis 1997, 182), even though work hasnbcarried out to
break through the barriers of this traditional agmwh and view of wayang
by the anthropologist J. Mrazek by approachingvthgang puppet theatre
purely as a performance practice (Mrazek 2005).

Concerns that wayang is threatened by the negatimsequences of
social change can also be found in contemporaritalger discourse in
Indonesia. As noted earlier wayang puppet theatas wroclaimed a
UNESCO Masterpiece of the Oral and Intangible eggtof Humanity on
7 November 2003. In honour of this proclamation eahibition was
organised in Paris, and performances were givefrrance (in Paris,
Angers, Niort, Rouen), Belgium (Strasbourg and Bties), as well as in
Austria and Hungary in 2004. A programme book amdeahibition
catalogue entitledhe Development of Wayang Indonesia as a Humanistic
Cultural Heritage were published by the Indonesian national wayang
organisations Sena Wangi and Pepadi in honour ef WWESCO
Proclamation, the exhibition and the performan&edebar M. Soekarman,
Chairman of Research and Development of Sena Wamgite the
introduction of the catalogue. In this introductiariraditional perspective
of the wayang puppet theatre resonaté®Vayang is a creative work of
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the intelligence of the people of Indonesia andrnsintangible heritage
which contains extraordinary life values. Basedresearch, Indonesian
experts have estimated that the culture of wayaag theveloped in
Indonesia since prehistoric times, as long ago5a&® BC.” (Sri Mulyono
1975, 3, as quoted in Soekarman 2004, 4). “[...] #isstic presentation
which is adilung and edipeni (noble and beautiful) indeed has a deep
significance because of its conveying moral andbgbphical messages of
life in the direction of the formation of noble chater. This noble
character is for personal life as well as for tifie 6f community, nation
and state. Wayang is clearly not simply an intémgséntertainment, but
also contains guidance for life, those who love away even say:
‘wewayangane ngaurip’, wayang is a symbol or réiecof human life.”
(Soekarman 2004, 9).

Soekarman also mentions the religious elements,itandducational
and communicating function: “From the Maill the 15" Centuries,
wayang developed as a part of religious rituals addcation for the
people [...]. Wayang was able to develop as an in®nt for religious
preaching, education, information and mass comnatioic. This role and
function of wayang has continued till the presesy.tl (Soekarman 2004,
5-7). And finally he points to an unchanging esseraf wayang:
“Whatever changes may take place, the identity ajamg will never be
shaken, because of its strong foundation. The rieaindation of wayang
are the qualities dfiamot hamongand hamemangkaSolichin 1999, 14
as quoted in Soekarman 2004, Aamotis the quality of openness in
accepting external influencddamongis the ability to filter new elements
in accordance with existing values of wayang, tbssguently make
values, which are in accord with wayang as its @apital to develop
along with the development of socielyamemangkais a power to adapt
an old value to become a new value in accordante tiwe challenges of
the age.” (Soekarman 2004, 7).

Innovative wayang puppet theatre

If the conventional view on wayang still resonatescontemporary
heritage policy, what should be made of dalangppteers) who do not
fit the conventional description? The kind of wagaBnthus Susmono
creates contrasts with the aforementioned image“anfthentic” or
“traditional” wayang. Enthus Susmono (1966) wasnband raised in a
dalang family in Tegal on the north coast of Cdniiava. Since he was
five years old he accompanied his father Ki Sumdityardjo (t1984) to
wayang performances to watch and learn about batyamg kulit and
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wayang golek. He loved to draw, cut, and colour avaypuppets. Most of
his skills he learned from his father, but he ofteant to watch other
dalangs perform such as Ki Bambang Suwarno and Kintbb
Soedharsono (1948). He also often listened to dinentercial cassettes of
the late Ki Nartosabdho (1925-1985), famous for imeovations in
wayang puppet theatre.

Nevertheless, Enthus Susmono’s father did not Wantto become a
dalang as he was of opinion that being a dalangamasigh profession.
He wanted Enthus Susmono to become a teacher @r twcearn a good
living. Despite his father's objections Enthus Sosm grabbed every
chance to practic¥:“l played wayang when my father was asleep, after
performance. When he would wake up, | would alrehdye put back
everything neatly.” (Enthus Susmono 2089)n 1983 Enthus Susmono
performed for the first time at his school with Higgher's puppets. His
friends played the gamelan. When his father passely the next year,
Enthus Susmono was forced to replace his fatheraiyang performances
that were already booked. But this was not enoogbraovide a living for
the whole family, therefore additional means hatéédound. To this end,
Enthus Susmono also worked as a radio dj at the laclio station Anita
as well as in theatre, but he also continued tg piayang. When he won a
wayang competition in 1988 his name became widalgwn in Central
Java especially on the North coast. In the 1998ddme increased as he
regularly played in performances with two screehst twere live
broadcasted by TVRI Stasiun Semarang. (Exhibitionid& 2006).
Nowadays Enthus Susmono still lives in Tegal whHereuns the wayang
studio Satria Laras and is one of Indonesia’'s sfgerdalangs having
acquired celebrity-like qualities.

Known as one of the dalangs changing and modermimmayang,
Enthus Susmono is widely regarded as a radical vatioo. He is,
therefore, as popular as he is controversial. Higkwis inspired by
literature and his experience in modern theatre;viork as a radio dj
brought him knowledge of experimental techniquesl amass media.
Enthus Susmono employs language influenced by motieratre and
media rehearsals. He talks about his performansd®mser(concerts),
tells his musicians talemo (demonstrate) when he wants to hear them
play, tocut (cut) when he wants to stop them and refers tgestdothes
(including his own puppeteer outfit) alsostum (costumes). Enthus
Susmono is on intimate terms with puppeteers arduddnesia. Like
other superstar dalangs, he works with a manageptwsriters, puppet
makers, and musicians and vocalists from all ovavaJ What is
considered non-traditional in his performanceshis teduction of formal
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interchanges and the maximisation of humour. Initead Enthus
Susmono uses flash backs, frame breaking, and iagtaphical
discourse, when he speaks unreservedly about his experiences and
views (Cohen 2007, 361; author’s fieldwork 2009).

As innovative elements in his work, Enthus Susmomentions his
puppet creations, the musical compositions, hifopsance style, his
language, and himself: “Yes, first, there are tteyang puppets, then the
language, then the accompaniment of the music, themramaturgy, or
storyline, then there is the appearance of a fuddgng. Say hello to the
audience...Yes, funky, that's how Westerners cafffit.

Dedek Wahyudi, stage name of Antonius Wahyudi Sotria well-
known composer of modern gamelan music, composesgtmelan
compositions used by Enthus Susmono. Drums aredatbdbis gamelan
orchestra, violins, guitars, and synthesisers dse eegularly included.
Another notable aspect of Enthus Susmono’s worthésintegration of
Islam in his workQasidah religious chants in Arabic sung to the rhythm
of a stringed, plucked instrument of Arabic origame regularly heard, and
Islamic singers from time to time contribute to Ipierformances. This
implies that, contrary to most dalangs, Enthus Sumndoes not restrict
himself to high Javanese, but also employs langudigat conventional
dalangs might consider coarse. Besides occasioradi@ he draws on
colloquial Javanese, Tegal or Semarang dialecgresian, or even slang
(Author’s fieldwork 2009).

Although he has a large puppet collection, Enthusn®no also
designs his own puppets. He created a set of #tittiiooking shadow
puppets in 1999 that he callechyang planetand shadow puppets with
human faces, instead of the traditional, highljlistyl ones that he named
wayang rai wongJavanese for wayang with the human face. He Isas a
created puppets that do not play a role in the waystories, like his
shadow puppets of the Wali Sanga, the nine holy wiem brought Islam
to Java. Inspired by cartoon, film and televisidramacters, as well as by
political figures, Enthus Susmono made shadow pppé Superman
(1996), Batman (1996), the Teletubbies, George WshB2001), Saddam
Hussein (2001), Osama bin Laden (2001), and Hogw@#farry Potter’s
school of wizardry). He uses these internationkiigwn characters in his
performances to compare and contrast themvagangsuperheroes such
as Gatot Kaca, who has supernatural powers anflycéfxhibition guide
2006). Other creations include a wayang golek ature of himself and a
life-size puppet of the demon Batara Kala.

Enthus Susmono made his debut on the internatistagle with the
exhibition “Wayang Superstar. The theatre worlKoEnthus Susmono”
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in the Tropenmuseum in Amsterdam, the Netherlahtdis exhibition was

on display from 3 January 2009 until 8 August 2@0¢he Parkzaal in the
Tropenmuseum. The focus of the exhibition was oith&En Susmono

himself and his innovative puppet creations. Fégyen of his film and

television characters, cartoon characters andigadlitvorld leaders were
on display of which forty-five were incorporated time Tropenmuseum’s
collection afterwards. Although Enthus Susmono glesithe puppets
himself, they are carved and painted by his teamwafang puppet

makers. To highlight his innovations and the motiémng elements in

Enthus Susmono’s work his work was displayed almfggmformation on

the more “traditional” or conventional wayang pupptheatre to

demonstrate the contrast in styles. His innovatiuppet creations were
displayed next to and in contrast with “traditidhakamples from the

museum’s collection. By means of texts on banntims, audience was
guided through the “traditional” structure of a eag performance, the
“traditional” wayang stories and “traditional” waya characters. The texts
gave information about Enthus Susmono’s performarara puppets in
the context of the conventional wayang theatre.

Five interviews with Enthus Susmono were on displaywhich he
voiced his views on his own work. Each intervieweed a different
topic: the person Enthus Susmono and his relatonayang; innovation
in his performances and gamelan compositions; ngypgt creations; and
Islam in Enthus Susmono’s work. Since the exhihitfocused on the
innovative and modernising elements of Enthus Sus‘sowayang, the
guestions asked in the interviews were all aimedighlighting these
elements in both his work and person. This meard tther, less
innovative or modern influences were left out ot tmterviews and
exhibition. To get an impression of Enthus Sumom#Egormances video
fragments of performances were also on show. Thibiéon demonstrated
that Enthus Susmono’s work could only be fully umstizod and
appreciated in relation to the conventional orditianal” wayang theatre.
The museum had to present a standardised form gamngaby giving
textual information about the structure of a “ttahial” performance, and
by putting “traditional” puppets on display fromettmuseum collection.
What the exhibition thus implicitly and most cenlgi undesirably
presented to the audience was a conventional atid shage of wayang
that could only be set in motion by the addition cointemporary and
international elements. What also became apparast that something
considered “innovative” or “modernizing” can onlye bregarded
“innovative” and “modernizing” in relation to sonhétg that is perceived
“traditional” or “conventional”.
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As a spin-off of the “Wayang Superstar” exhibitimthus Susmono
performed for the first time ever in the global itege theatre with two
performances on 19 and 20 June 2009 in the Tropatgh The wayang
story “Dewa Ruci”, relating the quest for perfechokiledge, was
performed twice with an entourage that was adafuted performance in
The Netherlands. After the performances in the &ntipeater the group
travelled to Dordrecht (The Netherlands) for onefgrenance and to
France for two more shows. In September 2009 Erfflussnono travelled
to Korea for another performance of the same steoythese international
shows, the group of musicians was cut down front dwenty to eight for
economic reasons, among them the composer Dedelyuatwho also
wrote new arrangements for the occasion. Both pedaces were a mix
of wayang kulit and wayang golek.

In the Tropenmuseum, a questionnaire on wayangspesad among
the audience by the author on both nights, to emarttie existing general
ideas of wayang among the audiefit@he performances were attended
well,?® and can be considered a great success if measgadst the
satisfaction of the audience. Forty-nine from fiéight respondents on the
first night indicated that they were satisfied. @me 20, sixty-four out of
seventy-two respondents were pleased; eight ottmmfessed that they
were positively surprised since they had come withexpectations. The
guestionnaire also revealed that most people redangdayang in a
conventional way. It became clear that wayang isniparegarded as
traditional, as art and as cultural heritage. Redpots were less convinced
about classifying wayang as modern, popular, amtiecoporary, and were
also hesitant about the entertainment aspect. EntBusmono’s
performances were appealing enough to be appréaate fully captivated
the audience’s attention even though the majoridyndt understand the
Indonesian language. Many respondents left spootanpositive reactions
and two even called the performance spectacular.

Enthus Susmono is known for spectacular elemerttgsiperformances.
As mentioned earlier his performances minimise tiee of formal
interchanges and maximise humour, frame breakimd),p@rsonal accounts
(Cohen 2007, 361). These characteristics were aiagd in his
performances in the Tropentheater. Respondentshéo questionnaire
mentioned the “spectacular” and the “light showd.the first night the
humorous elements were stretched to the limit &mdhus Susmono used
everything he had at his disposal. He even triespsak some English and
Dutch words and sentences, instead of the Indamés& he used during
the whole performance, to really draw the audieint@ his performance.
In the second performance Enthus Susmono got fighba demon, after
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two wayang golek puppets that are his mirror imagés not succeed in
conquering it. He is known to sometimes stand ugigbt a life-size
Batara Kala demon puppétand has earlier cut open and burned a puppet
screen in performances (Kicuk 2003).

Fig.1-3: Enthus Susmono fighting Batara Kala. Kebaom3 July 2009. Photo:
Sadiah Boonstra

He is also known to have slaughtered a puppet avitirge knife after
the audience shouted for the puppet's death. EnBusnono justifies
these spectacular attractioraréks) as ways to reach new audiences but
his critics speak of a “virus Enthus” (Enthus vjrilsat degrades Java’s
noble wayang heritage (Kicuk 2003).

Enthus Susmono is not the first or only radicabivator in the tradition
of wayang performance. In the 1950s and 1960s #iend Abyor was
criticised like Enthus for his outspoken sociaticigue, Islamic themes,
and theatrical attractions, notably including thétiog open of screens
(Weintraub 2004, 197). The same is true for Ki Nsabdho, who was
both the most famous and the most controversiangain Java in the
1970s. He introduced more humour, musical experiatiem, and a new
approach to narrative. He was known as the “destfognd was sharply
condemned by conservative dalangs for his audaoityework stories.
Although Nartosabdho’s innovations were radicaltte time, they are
nowadays commonplace and are even used by corigenadlangs
(Petersen 2001, 106-107). The difference todalas innovative dalangs
such as Enthus operate in a globalised world ochsdéechniques, and
technologies. An innovator such as the wayang galalkang Asep
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Sunandar Sunarya has, like Susmono, incorporatédemtes from
American cartoons into his puppet designs and @ddese martial art
films as inspiration for his puppet choreograpliig#intraub 2004, 197).

The globalizing world opens up great possibilitfes dalangs. For
example, before Enthus Susmono the above-mentidsep Sunandar
toured Europe despite a net loss of income beaafuse prestige it brings
at home (Weintraub 2004, 197). Ledjar Subroto, kmdar his Wayang
Kancil, has a long term performance contract wita Tong Tong Fair
(formerly Pasar Malam Besar) in The Hague in The¢hsidands. Purbo
Asmoro often performs in the United States. Therimitional appreciation
of dalangs opens up new markets, raises theirpeoé is used for their
prestige and marketing strategies at home. AccgrttirEnthus Susmono,
for example, the wayang documentation centre Pigayang Data
Indonesia that is part of the Wayang Museum in dakaas not interested
in collecting his work until his trip to Europe. @iteafter he was asked to
donate some of his puppets to their collection. sTlshows that
international appreciation might have “heritagisatias a consequence.
Not only do Enthus Susmono’s puppets end up ircémmn of a museum
collection in Europe (Tropenmuseum) but also inatiomal collection in
Indonesia. International appreciation is very pesitfor domestic
marketing strategies. In every performance by EntBusmono in July
and August 2009 and still in 2010, he mentionedtripsto Europe, as well
as the name that he was given there: Wayang Sapesstd his
performances were announced with the same titleh@kis fieldwork
2009-2010).

Besides dalangs, contemporary wayang artists asdheri Dono and
Slamet Gundhono, also link themselves to a netwafrinternational
patronage, benefit from professional developmerside Indonesia and
readily collaborate with artists from around therlddo They create new
work inspired by the wayang tradition that appetds international
audiences (Cohen 2007, 362). Work by Heri Dono wa&010 exhibited
in the Tropenmuseum, Amsterdam in the exhibitiotitled “The Dono
Code”, and Slamet Gundhono received the prestidgiuish Prince Claus
Award in 2005. In that same year Enthus Susmonogies an honorary
doctorate by the Institute of Business Managemeadt Arts, affiliated
with the International University Missouri, UniteStates, and very
recently, in May 2010 Manteb Soedharsono was awdatioke Nikkei Asia
Prize for Culture 2010, an award created and spedsby Nikkei Inc.
from Japan.

Dalangs and other wayang artists are inspired teynational elements,
but the globalizing world is also bringing interioaial appreciation for
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Indonesian artists such as the UNESCO Proclamaifothe Wayang

Puppet Theater as a Masterpiece of the Oral arahditile Heritage of
Humanity. Thus, on the one hand, the UNESCO proaf@mm can be
regarded as an international sign of recognitiorthef cultural value of
wayang and of its vulnerability to extinction or artye beyond
recognition. But wayang is not quite the endangexgdform that the
UNESCO proclamation would indicate. One of the mgimade in the
application was that wayang was degraded by areaygnasis on humour
and clowning, but as we have seen puppeteers héwvays been

conducting performances in this manner (Cohen 200)the other hand,
since it was the Indonesian nation-state whichiagplthe proclamation
can also be considered instrumental to mark Indaneislentity on the

global stage and as a token of prestige, in theesaay that the World
Heritage List functions (Van der Aa 2005). Consetjlye international

appreciation could lead to international standatths as well, since the
wayang puppet theatre had to meet certain critenieloped by UNESCO
in order to be proclaimed a UNESCO Masterpieces Bhings us back to
the questions posed in the introduction.

Conclusion

As we have seen, the wayang puppet theatre dewklapder mutual

influence of external elements such as colonial alitist ideas of the
Dutch colonisers about wayang. Consequently, ardinate attention on
the mystical, philosophical and religious elemessninated for a long
period the international view on wayang and it curds to do so as
evident from the questionnaires handed out in tlopdntheater. However,
it seems that the boundaries between the locatl@ndlobal have always
been blurred in the wayang puppet theatre. Conteampoinnovative

dalangs incorporate international characters inér twayang to appeal to
local audiences and to familiarise Indonesia’s ysters with wayang.
They use international languages and develop theik in response to
international networks and audiences. Culturalitutgdns and stages
around the world play a role in this process. Btgrinational appreciation,
such as the UNESCO Proclamation has the implicatioframing the

heritage into predefined structures. This means sbane forms of the
wayang puppet theatre and some dalangs smoothithi§it frame and

others do not. Who does fit and who do not is #®ult of a constant
negotiation about what this frame is, or should Dlee outcome of this
negotiation is decisive in defining what heritageand whom it is for.

Various groups, organisations and individuals camne this negotiation
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and all have different interests depending on diffg cultural, personal,
commercial, political, and economic grounds. Hows tmegotiation
evolves in the field of the wayang puppet theareadorm of intangible
heritage must be examined in further research.

ey

‘f!elanan

Fig. 1-4: Announcement of wayang performance by y&ay Superstar’ Enthus
Susmono. Semarang, 19 July 2009. Photo: SadiahsBaon
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Notes

! http://www.unesco.org/culture/ich/index.php#TO8March 2010.

2 «Ki Enthus Susmono blies de authentieke Indon&sissajangpop nieuw leven
in”, Nouveaurebruary 2009.

% “De controversiéle Javaanse poppenspeler en popenr Ki Enthus Susmono
heeft in eigen land de status van ‘superstar’idiie hipste, de brutaalste en meest
creatieve”,De Echol0 June 2009.

4 “Ziin voorstellingen zijn vernieuwend en houderi tvajangtheater springlevend”,
Friesch DagbladlLO January 2009.

5 “Ruige taal, seksuele toespelingen, een pop @iedinkt. Tot voor kort waren
zulke brutaliteiten ondenkbaar in het Indonesiqopenspel, de wajang. Met het
werk en het optreden van Ki Enthus Susmono is @sanderd. [...] In zijn
thuisland heeft Ki Enthus Susmono heel wat schetdden te verduren gehad. Hij
werd de Crazy Dalang genoemd, de Cowboy dalanéadar Dalang, de “grove”
dalang”,NRC Handelshladl9 June 2009.

5 This subject is being further explored in the aesk programme “Sites, Bodies,
Stories. The dynamics of heritage formation in n@band postcolonial Indonesia
and the Netherlands” of which the PhD research fdPeing identity, shaping
heritage. Wayang puppet theatre and the dynamiaimemporary Indonesia”
forms the Stories part.
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" “Die de waarde van het wajangspel naar onze diachat voorstellingen wil
beoordelen, zal er niets in vinden, dat de moedtetdeschouwing beloont, maar
wil men den Javaan van naderbij leeren kennen, gidooven wij, dat eene
wajangvertooning daartoe eene geschikte gelegemlagiciedt, waarin het volk op
het uitstekendst wordt gekarakteriseerd [...] Derdp volgenddjarang Pregiwo,
hebben wij uit den mond van den hof-dalang Ki Re8béto opgeschreven, met
weglating echter van de platitudes die bij derzelertooning niet achterwege
zouden zijn gebleven.” Wilkens 1846, 6-7.

8 “Maar wat is ‘t? Er is geen ontwikkeling, geen waitgang, in de kunst! Eenmaal
er achter, eenmaal het gevat, de slag beet hebhisnden dan ook klaar voor zijn
geheele leven. Men weet voortaan van nieuwe partijgch repetities. 't Is of
wordt geen wetenschap, maar veelmeer een slag,veangigheid, en een enkele
maal een’ verkeerden toon aan te slaan, och! 'détinzoo heel veel niet!”,
Poensen 1872, 220.

9 “Laat ons nu vernemen, wat de dalang zal voordrag®Vij kozen de Lampahan
Palasara. Wij zullen dit verhaal aanvankelijk wamijl en verder in korte trekken
meedeelen, al datgene achterwege latende, watenigseins kwetsend of minder
oorbaar voorkomt.”, Poensen 1872, 246.

10 “Men kan zeggen: de wayangvertooning maakte deean den voorouderlijken
eeredienst,” Hazeu 1897: 45. “Was de schimmenveimgo— zoals we boven
trachtten aan te toonen — een der bestanddelederamoorvaderlijken eeredienst,
de vertooner, de dalang, was de priester van disrd®nst....”, Hazeu 1897, 54.
11 «Dit kader zelf, de indeling van den stam, bleein ok in eigenlijken zin de
achtergrond van den roman, en in ons laatste hindfdsebben wij aannemelijk
pogen te maken, dat de oudste kern van het Paadijaal een mythe is, die, op
een alleen in een totemistische gedachtegang pBesséjze, het ontstaan verhaalt
der Javaansche wereld met haar exogame regelinghgarhuwelijk en haar
initiatie-ritus als inleiding daartoe,” Rassers 29269.

12 Wayang purwa consists of plays based on matedal the Javanese version of
the Indian epics, Ramayana and Mahabharata.

13« . .de wajang niet louter spel en vermaak is, doehaflex van het geestelijk en
ziele-leven van heel een volk. [...] Daarom zijn dajamg-verhalen, [...] de
getuigenissen van een zeer bijzondere en een zeegeh beschaving.”,
Mangkunagara 1933:80. “Maar er is nog iets andéete wajanglakons bevatten
een leering, die op een geheime, aan bovennakamlinvioed ontleende kennis
omtrent God, de wereld en de natuur berust.” Manggara 1933, 88.

14 “Naar ik hoop heb ik met mijn lezing het mijnedgfiragen tot de oplossing van
het wonderlijke raadsel, waarom de wajang reeda/@ewvortelt in de ziel van het
Javaansche volk en waarom zij ook nu, in den magtetijd, nog overal wordt
bemind, bewonderd en geéerd waar de echt-Javaamsdiomale geest in den
goeden zin des woords nog heerschende is.”, Margjara 1933, 89-95.

15 http://lunesdoc.unesco.org/images/0013/001325/XB2pdf

18 «Kij Enthus Susmono, Kreativitas Tiada Her#idmpas27 February 2009.
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17 »saya memainkan wayang kalau ayah saya sedang $eusai pentas. Kalau
beliau bangun, semua perlengkapan sudah sayamdpiia Kompas27 February
2009.

18 1n one of the interviews in the exhibtion “Waya8gperstar. The theatre world
of Ki Enthus Susmono” in Tropenmuseum, Amsterdarm fDe question:
“Pertunjukan Ki Enthus juga sudah dianggap lainpdala konvensional. Dalam
arti  yang mana pertunjukan Ki Enthus lain?” Entl8issmono answers: “Ya,
pertama dalam boneka wayang, kemudian bahasa, kmmuidngan musik,
kemudian dramaturgi, atau alur ceritera, dramatulgn penampilan seorang
dalang yang fungky say hallo dengan penonontonalfecah cah .... lebih canggi,
funky kata orang Barat.”

9 On both evenings 100 questionnaires were diseibamong the audience. The
response rate on June 19 was 58% and on Jun&vas t2%.

20 The capacity of the Tropentheater was 512 seat¢hizh 321 tickets were sold
on June 19, and 354 on June 20 (information okddfirmen Tropentheater).

2l For a demonstration of this phenomenon: http://mp@atube.com/watch?-
v=QAqWnt2U5-Y, 18 May, 2010.






CHAPTERTWO

IMAGINEERING CULTURAL HERITAGE
FORLOCAL-TO-GLOBAL AUDIENCES

NOEL B. SALAZAR

In 1994, the Walt Disney Company was taken by ssepwhen its
plans to develop a lucrative American history par&ar Manassas,
Virginia, the site of a major battle during the Ciwar, was met by
protests from various organisations, advocacy gsoaipd thousands of
concerned citizens (Synnott 1995). Part of the aeathe plan was
abandoned, according to the company, was that ¢bple of Manassas
and surrounding areas had fought the developmertheftheme park
claiming that the “true” history of not only the \@i War, but of all of
“America”, would not be told there. These were samfighe first public
(i.e. non-academic) protests against Disney's atlego-optation and
perversion of heritage in the creation of its pidu The company’s
department responsible for such reinventions ofghst is aptly called
Disney Imagineering, a neologism denoting the cowtfion of creative
imagination and technological engineering in thkething” of goods,
services and places, so that visitors develop mabni@rexperiences of
their visit (Imagineers 1996). A perfectly imagineg attraction makes
you feel like you are on a journey that transpygais to a different place or
time and completely engulfs you in a new world.ntekes a story
convincing by engaging all senses and moving psbplmotions within a
fantasy environment in which, paradoxically, thatésy feels completely
real.

Disney’s innovative methods have been successfolyed elsewhere.
Some of the key elements of the imagineering psseesasily consumable
images, the presence of icons, spatial definitiod eoherence, and the
management of traffic flows—have been applied a&ctbs globe to create
attractive landscapes of leisure. Depending onthene, the images,
imaginaries and representations relied upon andipukted differ.
Interestingly, the myths, histories, and fantagieagineers draw upon to
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appeal to the visitor's desires and imaginations te either ones
associated with the locality where the attract®iased or others that are
more widely circulating, from the most spectacukamtasies to the most
mundane reveries. In the context of developing tras) for instance, the
imaginaries or unspoken representational systeatsetict and construct
peoples and places draw upon colonial and posti@dleisions of Self and
Other that circulate (both within and between a@l$) through global
entertainment media, (travel) literature, and acadevritings in disciplines
such as anthropology, archaeology and history #3al2008, 2010a).
Since such imaginaries are multi-scalar, themedremwment developers
can use any number of cultural representationsatsaale to present a
seemingly cogent image, no matter how inaccurdiat is attractive to
visitors.

This chapter critically analyses the imaginarieplay in heritage and
heritage-themed sites. What happens when imagmafiehe past are
institutionalised, standardised or commoditised?ro8s the globe,
sanitised versions of heritage are replicated a/erted into sellable
products. Such imagineering tends to be conseejativflattening and
faking that continues to serve the status quo. dtathan embodying
culture and history, imagineering has the tendetwy“signify and
symbolise” (Teo 2003, 547). Simplified themed eomiments function as
signifiers that enable tourists to identify quickhth attractions. Rather
than explore and discover, visitors are given éxgiand exotic, even if
predetermined, images and imaginaries to consumt@s Thapter
illustrates some of the issues at hand by way loiagraphic case studies
from Indonesia and Tanzania, showing how heritagéirenments are
cleverly used to (re)produce as well as contesteatily dominant
domestic and international imaginaries of postcialonations and their
people. The spatial as well as temporal comparisamge to highlight
that, despite the different socio-cultural, geoimal and economic
contexts (see Salazar 2010a), the processes araimibgmat work are
strikingly similar (Salazar 2007).

Building modern postcolonial nations
through historically themed parks

In his booklmagined CommunitiesAnderson (1991) describes how
the popularisation of heritage plays a pivotal finl¢he forming of nations
as imagined political communities. It is no coirenide that young
countries around the world, especially postcolomiaés, have seen in
national heritage parks a unique vehicle to biirtnation, by portraying
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it as simultaneously ethnically diverse, but unifia one national culture.
A historically themed park serves to underline thessage that the
nation’s foundation are its people, its differenstoms and cultures, held
together by (often invented) common traditions.Dhles notes, “[t]hese
cultural displays provide ... nations with the oppoity to come to terms
with the rapid transformations brought about by eradation.” (2001,
12). By integrating minorities into a coherent dbnarrative, a national
heritage park promotes a sense of both nationabsd modernity.
However, in multi-ethnic postcolonial nations suak Indonesia and
Tanzania, this process unavoidably involves deessidas to which
cultures to privilege and which to ignore.” (Stanl#998, 59). Because
imagineering simplifies peoples and places for easysumption, themed
environments inevitably become sites of struggld #re production of
“unity in diversity” through multicultural displayspens up debates about
whose heritage is being represented, promotedatedrr and for whom.
Consolidating the cohesion and the unity of theomathrough heritage
parks clearly comes at a price. The examples béom Indonesia and
Tanzania illustrate the issues at stake.

Taman Mini Indonesia Indah

Taman Mini Indonesia Indah (Beautiful IndonesiaMimiature) is a
160-hectare open-air park, situated on the souttieasdge of Indonesia’s
capital, Jakarta. It was conceived by Siti Hartindde spouse of General
Suharto, after visits to an analogous project imgkak, Thailand and to
Disneyland in 1971 (Pemberton 1994). The park vedabdished in 1972
and officially inaugurated in 1975. Taman Mini isntred around a vast
reflecting pond containing small artificial islantheit form a large natural
map of Indonesia, accessible by pedal boat butviested from the cable
car or elevated train that pass overhead. Fronaith@ne sees alongside
the mini-archipelago twenty-six massive pavilionene for each
Indonesian province in existence at the time thek peas built. These
constructions form the heart of the national hggatpark. The pavilions
are dominated by traditionalimah adat(customary houses), containing
sanitised permanent exhibits of arts and crafts #m customs and
lifestyles of the peoples from the province, tyflicahe costumes they
might wear at a wedding, the furniture they usé¢higir homes, and their
jewellery. Sometimes it is possible to taste lofmadd, browse through
tourism brochures, or purchase souvenirs. Duriegwhekends, there are
often free traditional dance performances, filmd aultural shows. Apart
from a series of theme museums, there is alsoamdgarden, a bird park
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and a fauna museum, all examples of the countigtsmatural heritage. It
would take a week to visit everything. To make plaek available to the
Indonesian public, the entrance fee is low (9,d0R br less than 1 EUR,
with only nominal extra fees to visit the gardens museums). The
additional recreational facilities (especially fohildren) make Taman
Mini a fun place to visit and a popular destinatfon a day out with the
family. Indonesian visitors far exceed the numlmr®reign tourists.

The rationale behind the national heritage seatibthe park was to
give visitors a glimpse of the diversity of the émesian archipelago in a
single location, as a symbol of the country’s mafdhinekka Tunggal
Ika (Unity in Diversity). Taman Mini is one of the ntodeliberate and
overt efforts of the Indonesian government to malse of “local
traditions” to display Indonesia as “a nation oftetes”. Even before the
park was opened, scholars were already analyziagvdys in which the
project revealed state-imagineered conceptions ufure and power
(Anderson 1973). Anthropologists too have, eacthair own way, tried
to make sense of Taman Mini (Pemberton 1994; Aclizb96; Errington
1998, 188-227; Hitchcock 1998; Bruner 2005, 211)23@any have
focused on how the park represents the past asitagral part of the
future, through a present which is continuouslydezed as cultural icons
of regional tradition and serves as a tangible esgion of modernisation
(Anderson 1991, 176-177). Major General Suharto’@wN Order
government (1965-1998) sought to identify one snglltural type for
each province, and to play down the extent andtheeaf the actual ethnic
diversity they had inherited from the Dutch coldréaa (hereby erasing
the difference between past, present, and future.

The obsession with connecting the past and futurthé form of the
present finds prolific expression at Taman Miniotgh numerous so-
called monumen(monuments): miniature replicas of ancient monusien
memorial monuments, and commemorative inscript{Besnberton 1994).

The name of the park is significant too, “as inthe cultures of
Indonesia’s constituent provinces have been esdacs objects of
‘beauty’.” (Yamashita 2003, 44). In the logic ofl8uto’'s New Order (to
distinguish his policies from those of his predsocesSukarno), a
flattening of both time and space, the simulacrdraman Mini actually
exceeds the real Indonesia because it is less siagfunore ordered, and
can be understood and experienced as a whole.

Diversity is represented for the most part as difiees between
domesticated different-but-same administrative aegi rather than
between local cultures or societies. Taman Ministldraws together
ethnicity and reinvented locality so that each ppp®ses the other
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(Boellstorff 2002). As Adams notes, “all of the i@gpl exhibits display
material from the same set of categories (weapdasces, marriage
garments, baskets, etc.), regardless of the retevahthese categories to
the local groups in question.” (Adams 1998, 85).hé&ence to this
uniform set of categories conveys the messageinhsite of superficial
differences, there is inherent commonality betwdlesm diverse ethnic
groups (cf. Acciaioli 1996). In Boellstorff's wordsafter all, what is
Taman Mini if not model for a human zoo where ethoalities are
habitats—cages for culture—and the state a zookeép®oellsdorff
2002, 31).

Fig. 2-1: Taman Mini Indonesia Indah (Beautiful dmeésia in Miniature)

From the very beginning, Taman Mini was envisioasd twin project
of raising national consciousness and developingism. Unfortunately,
most scholars have focused on the former and rteglébe study of the
latter. Suharto himself strongly believed that tsar would increase
(foreign) revenue, enhance the nation’s internaficstatus and foster
domestic unity. In the period that Taman Mini op&nkis government
allowed the Directorate-General of Tourism to péaynore active role in
the management of cultural heritage, including dugttiorical monuments
and traditional folk art (Dahles 2001). The linkween domestic tourism
and nationalism was clearly encoded in Indonedi&3 fourth Five Year
Plan. As Adams points out, the fact that Indondgianot have a Ministry
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of Tourism, but rather a Ministry of Tourism, Pasid Telecommunications,
reflected “the premise that tourism is insepardbden communications
and, hence, nation-building.” (Adams 1998, 85).

While the park embodied the national identity canged by the New
Order during its glory days, its fate after Suhartiorced resignation in
1998 is symbolic of the wider crisis of the Indaaesnational project.
Since then, the park has faced declining attendandegeneral neglect. If
Taman Mini was the New Order's imagined officialrsien of an
ahistorical and timeless Indonesia, fostering matibuilding and
nationalism by displaying a limited cultural inveny, how is the park
experienced by its visitors in the present day? pée is still promoted
through school textbooks as the place to learntaddbaf Indonesia and to
master the archipelago’s cultural diversity. Tod&gman Mini is one of
Jakarta’s most popular recreational spots, crowdedweekends with
families and groups of teenagers from the capigitaving middle class.
The park still receives around four million visisoa year, the majority of
which are domestic. Despite attempts to marketptind internationally,
overseas visitors have declined sharply.

Bruner (2005, 211-230) looks at alternative ways imtkrpreting
Taman Mini, at how ethnic groups operating within afficial state-
sponsored site impose their own meanings and so@atices, appropriate
the place, and undermine the official interpretataf the site. He puts
forward that the display and activities within {hevilions are sites of local
production, instances of human agency and creatwithin the limits of
how it is possible to express ethnicity in the Inesian state publicly. An
indicative study conducted in 2005, suggests tl&ra clear mismatch
between what is desired and expected by contempaisitors and what
were the original intentions of the founders of gaek (Wulandari 2005).
The main motivation to visit is recreational altighutwo thirds of the
visitors expect to learn something about Indoneai@rand culture during
the course of their visit. Like elsewhere in therldpyoung Indonesians
are actually more interested in modern technologyl dashionable
products than outdated local traditions. Rathen thaing worried about
the unity of their country, they prefer to dreamoatbthe world “out
there”, a theme that is central in Dunia Fantaant&sy World), Jakarta’s
other major attraction park, with imagineered sewi named Europe,
America and Africd Taman Mini versus Dunia Fantasi, socialistic
nationalism versus capitalistic internationalisimn@s and Shaw 2006).

While the nation-building project seems more andrendifficult to
realise, the link between Taman Mini and tourismb&coming more
pronounced. During the New Order era, inhabitafith® provinces were
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often notably absent in Taman Mini. Since the &llSuharto in 1998,

some provinces are bringing their people in becdhsg now use their

pavilion at Taman Mini to promote tourism to thedgion. Because seven
new provinces have been created since 2000, Tamanrideds some

rethinking. The park does seem to have some adagtpacity as is

exemplified by the pavilion of the breakaway fornmovince of East

Timor, which has become the Museum of East Timaneanorial to the

period of Indonesian rule. Interestingly, one of fatest projects is the
development of a Chinese Museum (Taman Budaya hmmdndonesia),

to document the cultural heritage of the Chinesespbra, highlighting

their lasting contribution to an ever-developingioa®

outskirts of Tanzania’s economic capital, Dar ela&a. The idea for this
open-air park dates back to the colonial era, wiemganyika was part of
the British Empire. Shortly before independence in 1961, the thentBura
of Ethnography at the National Museum, a certain Wiylie, envisioned
the creation of an open-air museum to reflect tloh rand diverse
traditions of architecture. As a child of his timee realised that “the
increasing popularity of modern housing spelled rofor traditional
styles and techniques, of which he hoped to pressgiected examples for
both display and research purposes, including th esample relevant
household paraphernalia.” (Masao 1993, 57). Mr.igvglso planned for
traditional handicraft activities, to breathe liféo such a heritage-themed
environment. It took time to convince the postcaddMuseum Board of
the value of the proposal, but in 1965 some monay set aside to buy a
modest plot of land (two hectares) and create #r& fwhich, certainly
when compared to the Indonesian example, looks fil@e tiny hamlet
than a village). Like other national heritage parks/ants to be a place, as
the website indicates, “Where you can see all Taazin one day.”
(Village Museum).

Similar to the core section of Taman Mini, but mwchaller in scale,
the centrepiece of the Village Museum is a coltectof authentically
constructed dwellings, meant to show “tradition#e in various parts of
Tanzania. Thirteen units were built, representing major varieties of
vernacular architecture of mainland Tanzania (a enodurban unit was
added later for the sake of representativeneskg. ihithe Indonesian case,
there is an assumed equivalence between peopleglares, although in
Tanzania the selection happened not along adnatiigr regions but
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ethnic groups. The idea is one of a linear relabetween ethnicity and
architectural style: “Tanzania has more than 123$; each of which
builds its own type of house.” (Mbughuni 1974, 35).

The park is expected to represent the various etgnups found
within Tanzania. However, due to shortage of fugdimd space, only the
following peoples are represented: Zaramo, Rundagga, Maasai, Haya,
Hehe, Fipa, Nyakyusa, Nyamwezi, Gogo and Ngoni. hEagroup
represented has a house typical of those fountderhbme area. Each of
these dwellings is equipped with almost all theidgpitems and utensils
normally used by the respective people, but thé maidevoid of those
same people. The museum offices, which form pathefentrance to the
main compound, were constructed using modern aathital designs.

Since its inception, the Village Museum has beatesfunded and the
Tanzania Tourist Corporation (now Tanzania TouBisard) greatly aided
in its establishment. It is managed as an extensfahe Department of
Ethnography of the National Museum, a parastatgdmisation under the
Antiquities Department. As such, the Village Musebelps providing
information to communities, visitors, scholars aswhoolchildren about
cultural and natural heritage; conducting researahserving and preserving
the museum collection; and maintaining public museervices. The park
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has a working relationship witNyumba ya Sana@House of Art)—an
arts-and-crafts workshop catering to tourists ie #entre of Dar es
Salaam)—in terms of basic sharing of informaticatatbase, tourist traffic
and so on. As in Taman Mini, the Village Museunenftosts traditional
music, especiallyngoma(drumming), and dance performances. Some
the country’s most famous wood-workers, coming fribke Makonde and
Zaramo ethnic groups, have worked under the musepatronage and
displayed their wares on its premises. Occasiondligre have been
special festivals centred on live presentationsoné particular ethnic
group (e.g. the Ethnic Days Festival). During thiestivities, there are not
only performances, but visitors can also enjoyitiagal cuisine. In an
attempt to promote Tanzanian cultures and traditiawver twenty ethnic
groups presented their cultures at the Village Muose

The absence of people around the houses is strddgyives the park
a rather desolate and very artificial feel. In factvas always the explicit
aim not to exhibit exotic ethnicities. This goexkao President Nyerere,
who was of the opinion that “human beings could netpreserved like
animals in a zoo” (quoted in Schneider 2006, 1M)the same time, the
first period of independent Tanzania in the 196Gss vnarked by “a
general move to banish and segregate from live@réxmce ‘traditions’
that did not fit into an image of modernity” and veothem to museums,
places “where things rest outside the currentroétand life” (Schneider
2006, 114). In the Village Museum one finds, phgkjctaken out of
everyday life, traditional housing designs, whible fTanzanian state was
actively combating as outdated and to be overcamtleast through its
grand project of villagisation (cf. Scott 1998). Sshneider points out,
“the ‘museumisation’ of traditions, physically ambdetorically, was an
exercise in boundary creation—and a statementtiat traditions had no
other place in modern life.” (2006, 114).

Having to preserve and maintain vernacular architeowith extremely
scarce resources has led to many financial andresinaitive challenges.
(Masao 1993). Lack of money and well-trained spafée a big problem
for the general management of the Village Museurorédver, major and
extensive repairs had to be undertaken on the hanitsg the climate of
Dar es Salaam requiring a departure from originélding materials and,
in some cases, total reconstruction. As concetespretation, signposting
at, and pathways among, the different house displagve been
completely redone. Much of this was realised wiith help of the Swedish
African Museum Program, a network joining museum$&weden and in
African countries. In 1996, the program held a @oafice on African
Open Air Museums in the Village Museum, and it tmed the latter with

of
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the Skansen Open-Air Museum in Stockh8lBuch twinning programmes
reinforce the idea that the construction of natidrexitage parks follows
globally diffused patterns.

Nowadays, the Village Museum attracts very fewtersi. There are
the occasional visits by expatriate families living Tanzania or
backpackers who landed in Dar and are waiting &velr elsewhere.
International volunteers visit Makumbusho as paft tleir cultural
immersion package. The park administration is coced that taking
Tanzanian people in the Village Museum back torthétories enables
them to see what was good or useful in their (imedj) past and which is
worth incorporating in contemporary life and livindlwenesi 1998).
However, there is only a very rudimentary cultufevisiting museums
among the Tanzanian public (and, honestly, mostaiaafford to do so).
The decision by the managers to allow the use eir thremises for
traditional performances such as initiation cerel®nand wedding
dances, and for organising events to promote imdige cuisine and
traditional dances, seems to be a step in the digbttion. Among locals,
Makumbusho is particularly popular in the eveniagsa place where they
can have theinyama chomdroasted meat) and beer while enjoying some
life music, often Congolese musicians playing Souwlsic.

From display to experience, from village museums
to tourism village

While, to a certain extent, both Taman Mini and Yikage Museum
still fulfil their role in nation-building, throughime this has become less
of an urgent preoccupation of the respective gawents. What is clear is
that neither of the two national heritage parks éweught in the expected
foreign tourist dollars. Given the precarious eduisituation in both
Indonesia and Tanzania, other strategies were dge@lto reach this
second goal. This happened in a rapidly changirigpmel, regional and
global context. In the 1990s, helped by the enthefCold War, the world
witnessed the rapid rise of the so-called “expe&geaconomy” (Pine and
Gilmore 1999). Imaginaries became a key vehiclavivat is now called
experience tourism. Instead of promoting placesde—sightseeing—
tourism shareholders across the globe started agingl experiential
packages, marketed in multi-sensorial languageseMms and heritage
parks were seen as old-fashioned. Instead, otherivied spaces were
readied for easy tourism consumption. As developiagjons such as
Indonesia and Tanzania are going through a prosEstemocratisation
and the central governments have much less grip bedore, shrewd
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entrepreneurs have seized the opportunity to contisedhe nostalgic

potential of daily rural life. The imagineeringge..the production of

visions, of images and of representations of thkagés and their

inhabitants, was largely initialised by externatoss. The focus on the
power of imaginaries in the new economy is als&dthto another field,

that of storytelling (Léfgren 2003). Not simply shecasing national or

ethnic heritage, but being able to narrate it heome an important asset
(Salazar 2010a). In what follows, | describe hoesthgeneral trends took
shape in Indonesia and Tanzania.

Desa Wisata

“By Desa Wisata (Tourism Village) we mean a villaglich offers whole
atmosphere of village seen from its socio cultlifa] customs, which is
potential to be developed into tourism componestgh as: attraction,
accommodation, food and beverages, and other towmésds. The
development of a tourism village does not mearites what already exist,
but more of calling forth its potentials which ady exist in the village
and cannot be separated from the village itselfgeéneral a village one
which can be developed into tourism village is llage which has already
good conditions in economy, social cultural, phgbkitatural surroundings,
non-urban, and possess uniqueness in traditiontig®nan 2001, 105).

The economic crisis of 1997 and the fall of Suhantd 998 radically
changed Indonesia in many aspects. After morettirae decades under a
centralised (and autocratic) national governmdgt,country embarked on
a democratisation process that quickly gave risee¢onal demands for
decentralisation of power. In order to finance theéw bureaucratic
duties, local administrations needed money. Nagbr&singly, many turned
to tourism as an easy way to obtain the requiredguAlthough some of
the desa wisatgtourism village) programmes were originally labad by
the central government (which saw them as fundamhéowls of national
development:Pariwisata Inti Rakyator Tourism for the People), local
authorities were quick to appropriate the initiatiun central Java, for
example, many tourism villages were launched arahedsame time in
which the policies of regional autonomy became aife. Various
villages jumped on the wagon, seeing the concept tourism village as
an alternative to big-scale tourism developmentsr avhich they had
virtually no control and from which they benefititie.

There is certainly a growing market for village ttism, especially
among international tourists and those Indonesaants expatriates living
in big urban centres. Tourism villages invite \0s# to see and experience
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the daily life of the villagers: the cycle of aeidield, the visit to home-
industries who produce local food and medicine, enadtsmen who make
souvenirs. By rethinking what counts as culturalitage to include the
everyday, the alternative, the intangible and thhich has not yet been
memorialised in guidebooks and official historiemnother kind of

Indonesian experience becomes available to thtownidifferent villages

have different grades of tourism involvement, dejpeg largely on

physical and non-physical characteristics of thgpeetive villages and
their proximity to other tourism attractions. Som#fer a home-stay
experience, others are only places to stop ovesugécessful strategy
seems to be to focus on the domestic market Bedbw, | briefly discuss

some of the old and new ways in which various di@ders have tried to
implement the concept of a tourism village in cahilava.

Fig. 3-3: Desa Wisata (Tourism Villages)

On World Tourism Day in 1999, the then Minister Taurism, Arts
and Culture, Marzuki Usman, inaugurated Tembi aslehdesa wisata
(The Jakarta Post 1999). Over the years, this grajeceived many
national and international awards for sustainableism. The man behind
tourism development in Tembi was an Australian eprgneur who had
chosen the picturesque village as the base olubrative export business
of high-end handcrafted products (James 2003)rétisvation of some of
the village houses in Dutch colonial style had ifased many of his
visiting expatriate friends from Bali or Jakartadathis is how the idea
developed to let (foreign) visitors stay overnidgat 200/300 USD per
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night. During the day, the guests could relax adotire swimming pool,

enjoy the local food, visit the nearby school fanding andgamelan

performances, pass by the craft workshop and buyestrs at the gallery.
To guarantee the “authentic” view, the owner boutftg rice paddies
surrounding his houses. While many villagers beeéfifrom the

businessman’s presence by producing crafts (atpoird, his workshop

employed 125 people), it is unclear what they gaifrem the tourism

activities. Instead of community-based tourisms ieimore an example of
how a community is being used for tourism. Wordvaiuth led to a rapid
increase in visitors and, after a couple of ye#hns, foreigner finally

decided to make his model house private againblgerigtually stopping

all tourism development.

Tanjung in Sleman is often mentioned by the Ind@reauthorities as
“best practice” tourism village (cf. Ardika 2006like its neighbours,
Tanjung was a poor farming village, rice cultivatitbeing the major
source of income. National government officialsraduced the idea of
village tourism to local authorities and villagéns1999 and, in 2001, the
villagers officially declared their village aslesa wisata In 2003,
representatives of the village signed a Villagerissu Charter and formed
an official committee to oversee tourism developin&€he principal target
market is (school) groups from larger cities (cndrto 2006). Tanjung
offers almost 25 programmes to learn cultural @@ such as dancing,
making traditional textiles, knowing more about alaese architecture, or
learning how to cultivate rice. These programmesnat only recreational
in nature but also give knowledge and the expeeeat new skills.
Importantly, youngsters are very proud of theilagk heritage and the
rate of urban flight has dropped tremendously. Taeyusually the ones
guiding visitors around and narrating the storiésthee village (often
without much training to do so). Interestingly, theesent village life is
represented as time-frozen and pre-modern.

A local NGO selected Candirejo in Magelang, neathg heavily
visited monument of Borobudur, as one of ten védlago develop so-
called community-based tourism. The village wassemofor its original
architecture and traditional daily life, beautifulral scene and natural
resources, all heritage deemed worthy to be predeRinancially supported
by the Japan International Cooperation Agency aNdDB, and expertise
provided by UNESCO, Candirejo village was prepared receive
international tourists. This included the developimaf micro enterprises,
such as the rental of bicycles and horse carts,l@a accommodation
structures. The whole process involved multiple ksbops, panel
discussions, and community group meetings. In 200&ndirejo was



62 Chapter Two

officially inaugurated agdesa wisatdy | Gde Ardika, the then Minister of
Tourism and Culture. Given its proximity to a Worlderitage Site,

Candirejo has attracted far more international istsirthan domestic
visitors. It is noteworthy that the Minister choSambi, another village
selected by the same NGO, to announce the stdnidohesia Heritage
Year in 2003 (Wahyuni 2003). Here, too, the repneg@nal emphasis is
more on the past than on the present or the fuliitleough the intentions
are different, the work of cultural preservatiogisind the interests of
government and private entrepreneurs clearly opdrighe development
of village tourism.

Cultural Tourism Programme

“Cultural tourism is a people tourism that enahliesrists to experience

authentic cultures combining nature, scenery, éokkl ceremonies, dances,
rituals, tales, art, handicrafts and hospitafitgiving a unique insight into

the way of life of the people while offering a coementary product to

wildlife and beach based tourism.” (Tanzania TdWBisard 2007, 2).

The Cultural Tourism Programme (CTP) was launcimeti995 by the
Dutch aid agency Stichting Nederlandse VrijwilligetSNV). A pilot
project near the Kenyan border showed the pogsasilfor local people to
benefit from tourism. In co-operation with projecfeady started by
German (GTZ) and Finnish (Finnida) aid agenciesPQ@ias set up as a
network of local communities, mainly Maasai in me&in Tanzania,
operating independently from each other and ofterindividually
developed tour packages. These include campsitese{stays, traditional
food and beverages, trained guides, and local tgurslving natural
heritage (forests, waterfalls, and caves) and @llaktractions (historical
sites and visits to healers, story tellers, arisamd cooking mamas). The
name CTP refers to the involvement of local peaplarganizing the tours
and in guiding tourists through their attractionisiles showing them their
aspects of their daily life, culture and history\\&financed the various
CTP modules, controlled their expenditures, andwoiged some minimal
training for local tour guides. The Tanzania TouBsard (TTB), on the
other hand, was responsible for promoting CTP tdh blmcal and
international travel agencies and tour operatoesJéng 1999).

Helped by the fact that experiential “meet the pebpourism was
becoming in vogue, CTP experienced a great booitsifirst years of
existence. Tourists contribute to a village develept fund for construction
of schools or other development projects. The neslale visited by both
tour operators and independent low budget touriBscause SNV
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published widely about the success of CTP, theeptajas nominated for
various international awards. In 2002, the Intéomatl Year of

Ecotourism, CTP was heralded as Tanzania's goodtipeaexample of
sustainable development by the World Tourism Omggtiion (2002, 237-
240). The modules are also widely praised in guwdé&b such as the
Lonely Planet or the Rough Guide. Due to its perxieconomic and
institutional sustainability (and because it hagrbeonceived as a five-
year project from the very start), SNV withdrewrfraghe project in 2001.
Since then, there has been a declining cooperagétmween the different
communities involved (van der Duim, Peters, and iga2005). Each
village seems to be only dealing with its own &ti#g, and not everybody
in the participating communities is happy with theesence of nosy
tourists. In some places, the revenues are nettaistd properly and there
are escalating conflicts over land and naturalusss.

As of 2009, CTP has 26 participating communitied aerany villages
are waiting to join. However, the various moduldéerovery similar
packages and, like in Indonesia, accessibility isagor factor determining
success; villages nearby Arusha (Tanzania's “safapital”) or on the
access roads to protected areas are far more padgpala more remote
ones. Because CTP as a whole badly needed prafeksianagement, the
TTB assigned a full-time CTP coordinator to develgpidelines and
quality standards and to address the many marketioglems that have
arisen. In order not to lose face, SNV became weablagain, this time by
providing two tourism consultants. The organisatiecognised that, since
most villagers themselves have not travelled extehs it is not possible
for them to put the beauty or novelty of their gamiments into a wider
tourism context.

Local tour guides are very important in CTP. They aften the only
people in the villages with whom tourists spend entime than the
average interaction with locals. Guiding therefommstitutes a strategic
factor in the representation of a community, andhfluencing the quality
of the tourist experience, the length of stay, #mel resulting economic
benefits for the community (Salazar 2010a). IdedllyP tour guides are
villagers with wide knowledge about the local natuand cultural
heritage. Some communities, understanding the itapoe of guiding for
the development of their tourism packages, invesiealily by sending
promising villagers to tour guide schools in Arushdowever, these
youngsters soon realised that they could earn mmeey by becoming
safari driver-guides and often did not return te tommunities that had
sponsored their education. The ethnographic exaniéow illustrate the
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importance of local guiding for the representatmithe ethnic groups
visited.

The lack of cooperation and consultation between warious CTP
modules has a baleful influence on the way differethnic groups
represent one another. More often than not, thesMaaCTP’s main
“attraction” are the ones who suffer most from etdéyping and
misrepresentation (cf. Salazar 2009)uring CTP tours in Tengeru, for
example, the local Meru guides clearly distinguistir ethnic group from
the Maasai by denigrating the latter and depictimegn as backwards. The
Meru guides explain to foreign tourists that olg Maasai wear blankets;
the Meru wear clothes. They are proud to say thatMeru are more
developed compared to other “tribes” because tlae ladapted quicker
to modernity, and that the Maasai are certainly enprimitive. Such
comments partly have their origins in the guidesusfration that
foreigners think all Tanzanians are Maasai. In @¥&P of II'kidinga, a
settlement of Arusha people, the village guidesthseopposite strategy;
they capitalise on the perceived similarities with Maasai to attract more
tourists.

Fig. 3-4: Cultural Tourism Programme (CTP)

In the Maasai CTP of Mkuru, one of the main tourdgs is not a
Maasai but a Meru from a neighbouring village (althh he does not
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identify himself as such). His knowledge about Maasilture is limited to

the point that tourists sometimes become awaré. dfwitnessed this on
one of the tours | observed. One tourist was argépeactitioner and very
interested in knowing more about how the Maasai losal plants for

medicinal purposes. The guide told her that thetpléhey (the Maasai)
use have no real healing value but are just useause of tradition. When
visiting a Maasai boma (homestead), he was unabkxplain how the

settlement is structurally organised. After a vémnef introduction, he

invited the group to “walk around and take picttrd$e situation looked

like a human zoo: Maasai and tourists staring & amnother, without a
cultural broker to facilitate communication and leange between the two
parties. The next day, the group went on a canfalisat the start, the

tour guide introduced all the camels by name. Td@mpanying Maasai
men (one per camel), on the contrary, were nevertiored, let alone

properly introduced. Because the tourists did mateustand Swabhili, they
never noticed that their “local” guide was not addai but a Meru. Of
course, they also did not know there are growimgitens between Meru
and Maasai people in the area because the landstene around Mt.

Meru is becoming overcrowded and overstocked. Tladdi visited, on

the other hand, had no clue about how they wenmgh@ipresented by the
Meru guide because they do not understand English.

Conclusion

“The so-called ‘museum’ or ‘culture park’ view oétitage as something
that has only to be preserved and tended, onletkelpt pristine, isolated
from the alterations going on all around it, is rwtly utopian, it is

mischievous. In trying to freeze a living tradition the name of

authenticity you produce the worst sorts of inantivty—decadence, not
purity.” (Geertz 1997, 19).

Bruner notes that heritage-themed environments ‘&@reexcellent
setting for anthropological inquiry as they areesitwhere the ethnic
diversity of the nation or the region is represdnter the visitors in a
single locality in one panoptic sweep.” (2005, 21t)this chapter, | have
described how various periods have given rise fer@int tailor-made
types of heritage environments for domestic andrivdtional visitors in
Indonesia and Tanzania. Taman Mini and the Villsaeseum were built
around the 1970s to develop a feeling of natiométytand nationalism in
young postcolonial states, though they were cleargpired by earlier
Western projects (as varied as Disneyland in thé\ @8d Skansen in
Sweden). To a certain extent, these hybrid opeparks were an attempt
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to make sense of the multi-ethnic reality with whimolonialism had left

these countries after independence. Selected aspéatliversity were

exhibited, without really attempting to (re)preseatl ethnicities.

Paradoxically, these national heritage parks viguhsplay difference yet
promote unity. Typical house types (reconstrucioase a dominant
feature, along with ethnic costumes, aspects ofjgrbus arts and culture,
dance performances, and, in some cases, regioodl Y0hile the parks
are recreational, they are also seriously politiddley symbolise, in a
modern way, centralised power (cf. Anderson 19%lltural heritage

heterogeneity is put in its place—fixed, alignediretsticated—and turned
into recreational exhibition (Bruner 2005, 212)nmsid at a multiplicity of

audiences, such parks have been mainly successéttracting domestic
crowds.

Since both Indonesia and Tanzania gained theirpienigence half a
century ago, unity-in-diversity ideologies and pizes are still in place
but have become much less important — people feng understood the
message. Nowadays, the logic of (neoliberal) giehtbn is forcing both
the public and private sector of these developmgntries to look outward
rather than inward. In this context, the tourisgafion of actually existing
villages in Indonesia and Tanzania is both a camsece of the recent
national decentralisation of power and a respormsethe increasing
international demand for experiential tourism, nfi&sed on the temporal
and spatial Othering of those living in rural aréaes Fabian 2002). In
contrast with national heritage parks, where nefolyned governments
went through great efforts to show the modern sifleheir nation, in
tourism villages quite the opposite is happeninige fieritage theming of
otherwise lived environments strategically makes ab three recurring
imaginaries in tourism to developing countries: theyth of the
unchanged, the myth of the unrestrained and thdé mf/the uncivilised
(Echtner and Prasad 2003). A visit to the coundess told and sold
(often by the villagers themselves) as an exotigrrjey to the past,
drawing on widely distributed imaginaries of Origligm, colonialism and
imperialism, to feed romantic and nostalgic tourtbeams (Salazar
2010a). Clearly, this type of tourism promotes ladigersity rather than
national unity.

Whereas ethnography reduces living peoples tongriind museums
usually reduce them to artifacts, both nationaithge parks and tourism
villages continue the late-nineteenth- and earlgrtieth-century tradition
of world fairs in that the objects on exhibit indkireal people. In both
environments, peoples are presented as uniquetasepnd fixed, and,
ironically, this is happening at the same time thia¢ world (and
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anthropology) is moving towards mobile subjectstdeo crossings and
vast population movements (Bruner 2005, 212). Tailade imagineering
in heritage tourism for domestic and internaticaadliences is well worth
more in-depth ethnographic studying, because #@stiwes not only create
an image of places and peoples, the imaginative epo®f shrewd
imagineers can potentially steal people’s own imagions in and through
invented experiences. The central role of imagésaas a force of tourism
production and consumption of the past, the premedtthe future calls for
an urgent return to empirical studies of widelycalating dreams and
popular flights of fantasy, in the context of hagié tourism and beyond.

As global tourism continues to expand, heritagessiind performances
will be the source of historically unprecedentedmbers of tourists.
However, cultural heritage tourism is a double-edgeord. One the one
hand, it can be a positive force to retain cultuwalues and to help
mitigate threats. On the other hand, global toursan become itself a
menace to the sustainability of heritage. Thosecharge of heritage
management clearly need to pay closer attentiaedonciling the needs
of the various parties involved, each with theirnointerests (Porter and
Salazar 2005). Instead of one universally accepteganing, the
significance of heritage—be it natural or cultutahgible or intangible—
is characterised by pluriversality. While the (hgpging of cultural
heritage used to be predominantly influenced bwlland national actors,
nowadays regional and global factors need to bentakto account as
well. For cultural heritage tourism, the challeng#sglobal (and, ever
more, regional) standardisation and local diffeegitn will take on new
dimensions (Salazar 2010b). While the managemeheifage is usually
the responsibility of a particular community or tmdian group, the
protection, conservation, interpretation and (re3pntation of the cultural
diversity of any particular place or people are amant challenges for us
all...
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Notes

! The Dutch began to colonise the archipelago iretitéy seventeenth century and
stayed until 1949.

2 Contrast this with the highly conflictive progrararof transmigration, equally
aimed at creating imagined communities of a unifiatdon (Hoey 2003). Tanzania
had a similar project of “villagisation” (Scott 189

3 This is part of Taman Impian Jaya Ancol (Ancol &réand), a popular resort
destination located along the capital’'s waterframthich opened in 1966 and is
currently the largest integrated tourism area irutBeast Asia, boasting an
international championship golf course, world-clas¢els and other recreational
facilities.

% Indonesia is home to the world’s largest poputaiid Overseas Chinese (over
seven million).

5 From 1884 until 1918, Tanganyika was under Geromanial rule as part of its
East Africa Protectorate. Following Germany’s defeahe First World War, the
country was handed over to the U.K. as a mandatigoty by the League of
Nations and, after 1946, a UN trust territory. Tamgka became independent in
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1961. Three years later, Tanganyika and Zanzibaigedeto form the United
Republic of Tanzania.

® This is a highly symbolic linkage, because Skansea established in 1891 as
the first open-air heritage park in the world, meffort to save vernacular houses
from different parts of Sweden that were quicklgagipearing as the country
became more urban and industrial.

" The Maasai, speakers of the Eastern Nilotic Mamlttanguage, are a widely
dispersed group of semi-nomadic pastoralists andillswale subsistence
agriculturists who occupy arid and semi-arid raagdbk in southern Kenya and
northern Tanzania, collectively known as Maasaildndranzania, they are said to
have lived in the Serengeti plains and Ngorongoighlands for some two
centuries. The Meru people have traditionally bieemers, settled around the base
of Mt. Meru in northern Tanzania. The Arusha peoate originally from the
foothills of Mt. Meru. Influenced by Maasai ancegstthey still use the Maasai age
system and other elements of Maasai social orgémisaHowever, they have
different clans and abandoned livestock herdinfigwour of settled cultivation.






CHAPTER THREE

URBAN INTERVENTION
AND THE GLOBALISATION OF SIGNS:
MARKETING WORLD HERITAGE TOWNS

ANJAB. NELLE

| ntroduction

All over the world the tangible heritage of histaily valuable built
environments is recognised on local, regional,omati and international
levels. The intangible heritage of immaterial eggien that has developed
in the environment is another aspect of a town'sitdge. Both are
important for the increasing popularity of heritagevns as destinations
for cultural tourism. Especially for internationallrecognised World
Heritage Towns, global competition on the interoadil tourism market
furthers the development of marketing strategieat tpromote the
exceptionality of the place. Although heritage teware promoted as
unique places, the language and the images empfoyedarketing show
global similarities. Related to the analogy in patimn material it can be
noted that physical urban interventions also shesemblances: we see
the same kind of “heritage lamp” installed in M&eah, Oaxaca and Bath.
They seem to be a globally recognised furnishingtlie “heritage stage
set” built up to entertain tourists. In a similaeyvpromotion activities
found in heritage towns frequently follow certaiatierns: re-introduced
horse-drawn carriages or locals in traditionarattiosing for a photo may
be considered performers in a “heritage theatrg’@li@mged for visitors.

The subject of this paper is the relationship betwsigns, marketing
materials and urban interventions in the urbanmead public spaces in
World Heritage Towns. It refers to literature otvam icons (i.e. Ethington
and Schwartz 2004) as well as on preservation delaiout townscapes
and town images (i.e. Huse 1996, Vinken 2008, Vétigh 2003). The
research on cultural and heritage tourism and rieumentalisation and



74 Chapter Three

contestation of heritage by authors such as Grahasmworth and
Tunbridge (2000) and Orbasli (2000) is as relevinthe subject as
literature on heritage as a consumer productl{egewie 2003, Lowenthal
1996) and gentrification processes in historic tgrar (i.e. Jones and
Varley 1999, Morgensen 2000).

occo, Marrakech, Koutoubia

England, Avon,Bath, The Pump Ro. g Tz toubia ... C
. gettyimages.com /detail /200379850001 /Photog
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Fig. 3-1: Heritage lamps in Bath, Oaxaca and MachK|eft to right)

The aim of this article is to generate an undedstan of the
presentation concepts that affect global herithgeugh additions to and
modifications of built environments. It attempts &xplain how the
globalisation of management and marketing stratefpe heritage cities
promote the same urban interventions for towns witimpletely different
backgrounds by applying a global “language of sighat are associated
with heritage. Presenting findings of field studiesdertaken in three
World Heritage Towns, the paper investigates andhpayes urban
interventions that install “heritage signs”.

The paper is structured into six sections. It opevith a quick
overview of the context of the research the urban realm of World
Heritage Towns. “Marketing” explores how marketilgorld Heritage
Towns is related to features of the urban realnigr'§$' investigates how
certain features form groups of signs and how they associated with
urban interventions. “Urban Interventions” refleas the influence of
rules and regulations in the installation or disttiag of signs. Section
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five considers the use of signs in marketing andrbvan interventions in
three case studies. The “Conclusion” provides a&fbexplanation of

distinct strategies and particularities of the deadl cases in order to
highlight key points. The conclusion also contairset of explanations for
the global assimilation of heritage towns.

Just like any protected urban zone in a city thedl core of a World
Heritage Town is an “unintentional monument” be@aisvas not planned
as a monument but declared to be one (Riegl 1968/19%). Town
centres that are nominated Cultural World Heritag¢he United Nation’s
Educational, Scientific and Cultural OrganisatiodiNESCO) usually fulfil
(amongst others) the selection criteria iv, regugstto be an outstanding
example of a type of building, architectural orhealogical ensemble or
landscape which illustrates (a) significant stapefs human history”
(UNESCO 2008, 20).

226 World Heritage Towns are members of the Wordditdge Cities
Organisatiof and the majority of them are inhabited settlemdinas are
(or are becoming) attractive cultural/heritage ismr destinations. This
paper specifically investigates three case stugidh some common
features: they are all mid-sized towns in formear8gh colonies presently
located in less developed countries: Guanajuatxi@d® Trinidad (Cuba)
and Vigan (Philippines).

Marketing World Heritage Towns

Depending on budget and organisation, marketingratfor World
Heritage Towns is produced by public or privatater®. Potential clients
for the heritage experience have the choice toimlt#ormation and
marketing material in travel centres, at tourisiinsfain guide books and
on the internet where personal experiences by dtheellers are an ever
growing source. A web search for the three towstedi above gives us:
seventeen million hits for Trinidad de Cuba, ovewrf million for
Guanajuato and almost 380.000 for Vidan.

Considering that tourism in historic towns is pretieantly an activity
in the urban realm (Orbasli 2000, Urry 1990) marigfocuses on public
spaces. Studying marketing material for (world)itage towns we can
identify three aspects in the texts’ descriptiomsrketing a “heritage
experience”, describing the “heritage atmospheret ahighlighting
“heritage features”. The “heritage experience” ddugnd sold is the
“journey into the past”. A visit to a heritage towot only promises a
geographical change of location but “time-travedtisfying a longing for
nostalgia. The “journey into the past” permits tbarist to “experience”
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the history and meaning of the place. The “heritameosphere” is linked
to this experience. In marketing material it isqftently described by
highlighting atmospheric characteristics employatigibutes like “romantic,
charming, picturesque”. Finally, the “heritage feas” reference
“hardware”: historic architecture, cobble-stoneests and horse-drawn
carriages.

The visual expectations stimulated by the marketixgs’ descriptions
of the first two more abstract aspects, “heritagigeeience” and “heritage
atmosphere”, combine well with photos presentingrithge features”. An
image that shows a horse-drawn carriage rattlingr @obble-stones in
front of an historic (looking) fagade illustratdsetcharming atmosphere
that permits “time-travel’. In contrast, other “@demporary looking
features” like cars, neon signs or graffiti do rfiit the expectations
generated by the marketing texts.

Fig. 3-2: Urban setting that conveys a “charmingyantic atmosphere”, Guanajuato,
2006

Marketing material seeks to show views of the urbantext of an
historic town that represent the heritage expedefelecting appropriate
views leads to the exclusion of contemporary logKigatures and a focus
on features that seem representative for the towartage. Marketing
frequently makes use of photo-editing to eliminatevanted contemporary
looking features from images in promotion materidbwever, photo-
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editing only works for consumers of marketing miaierOther means of
editing have to be found for visitors to the actoatitage site. As we will
see later this is where urban interventions come in

Ethington and Schwartz (2004) point out that over tourse of the
touristic twentieth century, advertising has estgdd powerful
conventions of commercial visual and verbal stefiirtg in which urban
icons have become one of the key visual tools & ¢bnstruction of
branding. My research shows that, similarly, marigeheritage towns has
established powerful conventions of visual and akrstory-telling in
which “heritage features” that | call “Heritage fakation Signs” have
become one of the key visual tools in the promotibheritage towns.

Fig. 3-3: Urban setting that is not conductive tjoarney into the past”, Vigan,
2004

Signs

Above we have seen that in marketing, certain s{fgegtures) present
in the urban realm of World Heritage Towns are celg as appropriate
for promotion material, and that others are regbcss inappropriate.
Broadly speaking we can distinguish between twaugsoof signs: one
that is favourable for establishing a “heritagetaiiation” promoting the
“journey into the past” and the “heritage atmospheand another that
prohibits heritage associations because the sigasclasely linked to
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contemporary urban life. The group that is usechamketing material shall
be called Heritage Installation Signs and the grolat is unfit for
representing the “journey into the past” shall amed “Contemporary
Life Signs”?

Heritage Installation Signsclude two sets of signs already mentioned
in the introduction. Firstly those that install he(itage theatre) setting
such as historic looking street furniture, coblhmss, reconstructed
facades etc. The set design has a permanent drathat modifies the
appearance of urban contexts. In terms of straeitfwe, heritage lamps
are distinct in that they are products that areleyau globally with little
differences in design. Other street furniture sush benches, traffic
barriers and signage tend to draw from wider sauotalesign inspiration
than the heritage lamp, although there are offstief products found
amongst them too. Whilst street furniture is exisely used in marketing
images (not texts) the cobble-stone streets arquémtly found in
descriptions. Installations of a larger scale tlstneet furniture include
monuments, fountains, stages and kiosks, the degifirwhich are not
globally standardised, although the design stratedy harmonious
integration into the streetscape frequently resirtapplying historical
references in the design.

The second set dleritage Installation Signare promotional activities
that stage the “heritage theatre piece”. They bheltistoric (looking)
transport, heritage plays and locals posing fortgdoe.g. dressed up in
traditional attire. Generally these activities ezkated to (tourism) services
and have a temporary character because of theiatipg hours. Among
the transport we can distinguish between origioadl carriages, busses or
trams that are restored and standard tourism tharsss that are available
worldwide as sightseeing transport. Both types @ligles “label” their
users and communicate to other drivers that thdélyrun slowly and stop
frequently. In the first case the vehicles addaibn enhance the
experience of a journey into the past by evokingtéons of nostalgia.

Contemporary Life Signen the other hand include contemporary
street furniture or facades in contemporary desigotorised vehicles,
advertising, bill boards, graffiti, satellite disheasphalt road surface,
overhead cables etc. These signs can be designedtobeflecting the
careful consideration of high quality interventipngr they can be
improvised building materials, graffiti etc. reftery poverty, negligence
or decay. In any case they visually connect theamrbontext to the
twenty-first century.

Methodologically it is important to establish theés® groups of signs
in order to explore if urban interventions suchbagding or promotional
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activities lead to the presence of Heritage Inastalh Signs. By the same
token we can examine if Contemporary Life Signs prehibited or
removed from urban contexts. This enables us tenstand how urban
intervention strategies influence the existencesighs in urban contexts
and how they relate to marketing strategies. ThHioviing paragraphs
examine how urban interventions influence the preseand distribution
of both groups of signs in the urban context of Waéteritage Towns.

Urban interventions

As we have seen in the section on marketing aboagketing selects
specific signs to promote a historic image, avaidithe use of
Contemporary Life Signs. It remains to be seenrbfan interventions
actually edit contexts favouring the installations@ns that help promote
the heritage towns and removing those that undertfia promotion of a
heritage atmosphere.

The legal background for urban interventions in Wateritage Towns
is established by point 1V.30 of the UNESCO “Recoemaiations
concerning the safeguarding and contemporary rél@isioric areas”.
Usually local conservation regulations and urbamping laws copy the
phrasing:

“Historic areas [...] should be protected from thisfigurement caused by
[...] poles, pylons and electricity or telephondlea and [...] large-scale
advertising signs. Where these already exist apia@pomeasures should
be taken for their removal.” (UNESCO 1976, IV. 30).

This paragraph can be understood as an instrudtorremoving
contemporary signs and indeed we find that manyamrimterventions
involve the removal of Contemporary Life Signs.

“Bill-posting, neon signs and other kinds of adigsnnent, commercial
signs, street pavements and furniture, should aengd with the greatest
care and controlled so that they fit harmonioustjoi the whole.”
(UNESCO 1976, IV. 30).

Although it is not explained further at this poinnh the
recommendations there is a question around whabmsidered to “fit
harmoniously into the whole”, and this phrasingused to justify the
application of Heritage Installation Signs. Manyeiventions in World
Heritage Towns involve the installation of suchnsigWohlleben (2008,
155) clarifies that an ensemble is defined as agrof buildings that
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neither needs to be beautiful nor uniform to besatgred a monument. In
that sense the postulation of harmonious incorporadf new signs into
an existing context is debatable. The installatidnsigns in the urban
realm is associated with the design of the surrgsdof monuments and
often goes hand in hand with accentuation and cemghtation of
monuments with the objective to intensify visualpawt (Vinken 2008,
165).

The consequences of urban interventions can bémgdieading to a
re-qualification of public spaces. However, manyseachers have
reported on the critical and negative effects dbanr interventions in
historic towns. One negative aspect links urbaerimntions to tourism
and highlights problematic effects of cultural ahdritage tourism on
urban contexts (i.e. Graham, Ashworth, Tunbridgfrbasli 2000).
Pointing out the dangers of heritage settings b&mgpmonsumer products
(i.e. Legewie 2003, Lowenthal 1996), it refershe modification of urban
contexts as “theatre sets” for visitors. This mag tn with the
implementation of Heritage Installation Signs pethtout above. The
introduction of such signs as well as the dismagtbf Contemporary Life
Signs is related to gentrification processes itohis quarters by Jones and
Varley (1999) as well as Mogensen (2000) and Tjoad®z (1999).
Investigations into highly diverse cultural backgnds all criticise the
modification of physical contexts as being instratatised for political
and economic purposes. They argue that the resigepulation is
expelled from historical quarters as a consequenegtivities labelled as
heritage protection and promotion. This processnse® be a globally
occurring tendency.

Another aspect of criticism that relates to theadtiction of Heritage
Installation Signs is the physical consequence ddptve historicism
(comp. the conservation debate led by i.e. Hus&,108bbe 1987, Choay
1997). It is seen as producing a homogenisatioanrbén contexts. The
result of architectural interventions — such as teeonstruction or
restoration of individual buildings or urban landges — are described as
going hand in hand with a selective view of histfiieier 2008, 12). This
is condemned as unjust to the historical richneSsnanifold layers
(including contemporary) that generate heterogemeorban contexts.
Although the above evaluation is shared by manyasf some hold a
different view. Rodwell (2007, 213), for exampl®ndemns the fact that
“today, references to historical styles are disedslsy some as pastiche, a
term that is used in a derogatory sense as ththesis ofcontemporary.
He views references to historical styles as ingkusipproaches to creative
continuity that were respected at the time of Rboldetam and Alexey
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Viktorovich Schusev and only started to be disndsse the intolerant
twentieth century. In practice we find that manieimentions follow this
approach by employing references to historicakestyl

Related to both the conservation debate and tlieiem that heritage
sites become consumer products is the discussionauthenticity.
Authenticity itself is a term that has been disedsi depth in the context
of World Heritage. Since the formulation of the Babocument on
Authenticity (UNESCO 1994, 11) it has been estailisthat authenticity
must be evaluated in its cultural context. In westeulture the term
authenticity is frequently applied to charactetmegible values of historic
substance. Conservation professionals in thesaraultontexts generally
seek to conserve the material authenticity of befvironments. Hence
reconstruction and the installation of street fuurd that a layperson
mistakes for originally historic in substance (oaoty in design) are often
criticised. To what extend visitors to heritageesiseek authenticity has
been debated widely but can not be presented ithdepthis article.
Lowenthal (1996, 165) states that “Sites wilfullgntrived often serve
heritage better than those faithfully preserve@im® conservation experts
hold the view that in order to create an understanfbr a historic site and
its heritage values it can help to permit buildingrventions that facilitate
an intellectual as well as an emotional accesghwisitor (Kostlin 2002,
40; Morsch 1989, 139 f.).

To summarise, urban interventions that involve ihieoduction of
Heritage Installation Signs and the dismantlingoftemporary life signs
are influenced by debates about the modificatiomrbfin contexts with
the purpose of presenting and promoting heritagethe section on
marketing we have seen that the urban realm ofitage town is the main
asset for the promotion of tourism. Marketing miateneeds “adequate
signs” to produce photos that promote heritageesllWrban interventions
can be designed to enhance the production of theages. And vice
versa, marketing material may set standards inaveabd visual story-
teling to produce a specific city image. This majyitiate urban
interventions which comply to heritage expectations

The following three cases show distinct strategiies urban
intervention and marketing that may be represerdtr other towns.
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THE HERITAGE CITY OF ViGA
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Fig. 3-4: Marketing material: Guanajuato, 2006; &fig 2004; Trinidad, 2006 (top
to bottom)
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Guanajuato: Clustering beautification interventions

Guanajuato in central Mexico was founded at theirmgg of the
sixteenth century. Its wealth, generated by thelnyeailver mines, lasted
up to the beginning of the nineteenth century aneflip re-emerged at the
end of the nineteenth century. Today Guanajuato ehgmpulation of
79.000. The town centre, along with the silver mjnbecame a World
Heritage Site in 1988.

Urban interventions that involve the removal of @onporary Life
Signs and the introduction of Heritage Installatitigns are undertaken in
thirteen clusters distributed over the inner citiie principle action is the
hiding of electricity cables under new cobble-stopaving and the
furnishing of the urban spaces with heritage lampsfic barriers and
benches. Guanajuato’s preservation regulationsespond with the
UNESCO recommendations mentioned above and thevémgons can be
classified as re-qualification and beautificatioh streetscapes for both
locals and visitors. Interestingly, some streenifure (i.e. waste-paper
baskets, phone boxes) remains in a contemporandatd style. The
prohibition of advertising signs is by-passed bgibasses using portable
signs that do not damage facades and that disapplean shops are
closed. The coexistence of Heritage InstallatiognSiand Contemporary
Life Signs can be witnessed in many of the thirtegarvention clusters.
As Contemporary Life Signs remain present in théaaor realm the
considerable investment in introducing Heritagetditation Signs does
not succeed in creating an atmosphere conductipertect “journey into
the past”-marketing images.

Fig. 3-5: Signs in Guanajuato, 2006  Fig. 3-6: Mobile signs in Guanajuato,
2006
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The local and regional marketing material availalblegGuanajuato’s
tourism offices, hotels, museums and shops is psafaal. Brochures and
leaflets present architectural features and pupaces at night. The night-
time photos may be associated with a “romantic’cejpinere. Additionally
they succeed in not showing Contemporary Life Sitha only appear
during daytime. The pedestrianised zone and a fjmmér pot in the form
of an historic mining cart (fig. 3-2) are the Hege Installation Signs
introduced in urban interventions that are featuredcharketing material.
From Guanajuato we can learn to consider the teanp@spect of signage
and the consequences of co-existence of both grofp=ntradictory
signs.

Vigan: Creating a heritage stage set in one street

Vigan, on the island of Luzon in the north of thhilippines, was
founded in 1574 and prospered between the sixteanth eighteenth
centuries as an important trading post betweenaCaind Mexico. Today,
Vigan has 45.000 inhabitants. After a failed attem@d 989 Vigan gained
the title World Heritage Site in 1999.

Fig. 3-7: Crisologo Street, Vigan, 2004 Fig. 3-8: Street in the center of Vigan

Urban interventions in Vigan are focussed on a B&@er stretch of one
street (Crisologo Street, fig. 3-7). Here, a pdrieeritage stage set was
created by removing the asphalt road surface, didiectricity cables
under new cobble-stones, removing advertising signd installing
heritage street furniture. Restricting the streatlesively to pedestrian
traffic except for re-introduced horse-drawn cayeis puts Crisologo
Street in distinct contrast to the surroundingettrén the historical centre.
The fact that locals avoid the car-free street rifouttes to removing the
setting from the context of contemporary every-titey With relatively
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little investment in comparison to Guanajuato, Wgaauthorities have
created an island that adequately markets theaeriexperience of a
“journey into the past”. However, whilst the intention is perfect for
marketing, the visitor may be disappointed that thieeet is not
representative of the historic quarter, but an ptioa.

The very limited marketing material available ingslin’s tourist office,
shops, museums and hotels consists only of leaftedsis of a rather poor
print quality. The choice of postcards is limitedtivo. All images make
full use of the “heritage atmosphere” created blyaar intervention in
Crisologo Street. The perfect match between tharudontext pictured in
marketing material and the urban interventions umaéten is striking.
There has, however, been no achievement in theeoat®n of building
stock along the stretch of urban intervention andiad change in the
appropriation of public spaces is not being analyseitically. The
“heritage set” covers only a small area givinghi tntervention-pattern of
an island. Hence transformation has had little ichpan the historic
quarter as a whole. From the example of Vigan we learn that it is
extremely important to consider the consequenceleopatterns of urban
intervention. If the area was to be extended negatbnsequences such as
gentrification are likely to emerge.

Trinidad: Doing nothingisthe best intervention

Trinidad on the south coast of Cuba was foundetl5ib3 and prospered
with the sugar industry in the nineteenth centufyoday it has
approximately 60.000 inhabitants. Trinidad and tiearbyVale de los
Ingenioswere declared a World Heritage Site in 1988.

Generally speaking Trinidad does not need urbaeriehtion to
produce marketing images. The cobble-stone roadseircore zone were
never asphalted and the absence of advertisingatedlite dishes comes
with the political regime. Were it not for the emrce gates, the
pedestrianised zone would hardly be recognisaldause traffic numbers
are very low. Trinidad’s urban realm is a perfeetitage setting that does
not need urban intervention. However, on its frli@@me homes show
use of inadequate materials and degradation. Téiges of poverty are
being removed along with modest interventions inchaectural
conservation.

The main project in terms of introducing Heritagsthllation Signs is
the construction of a giant staircase on a hildieg up to one of the
historic mansions (todagasa de la Musidanear the main square. Two
bars were established on the stairs. Each of thenrhidden behind
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somewhat historical looking porticos and featurestage lamps out front.
At night the stairs become a stage for concertenBourists who stay at
hotels on the beach eight kilometres away atterel shows. The
interventions of Trinidad’'s authorities focus oreating establishments
that generate a hard currency profit. Moreoverrehe a preference to
revitalise derelict buildings to install restauisaior souvenir shops, rather
than spending money on urban interventions. It nmastnoted that any
abandoned property already is or can easily becpatdic property in
Trinidad so that there are no legal limits for takiaction. This situation is
completely different in Guanajuato and Vigan anglaxs to a certain
degree why the authorities’ actions differ.

Fig. 3-9: Stairs in front o€asa de la MUsica Fig. 3-10: Local posing for a photo,
Trinidad, 2006 Trinidad, 2006

The marketing material available in Trinidad cotssisf guidebooks
and a large selection of postcards that are fa. $hotos mainly feature
the urban realm and museum interiors. Heritageallasion Signs are
included only in the sense of the “heritage thepteee” and they do not
refer to its colonial heritage. In Cuba heritagestatgia has different
references. The heritage produced by more thay yiars of isolation,
such as “Che Guevara” and “Buena Vista Social ChibYy an important
role. The latter is featured in promotion actisti€romoters are old men
wearing straw hats and smoking large cigars pogirtgessionally for
photos with their donkeys or gamecocks. They haweir tbusiness
registered and pay taxes. Although they are nat giaa public service
strategy photographs of them are used in officiafyption material.
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Conclusion

The brief description of the relation between sjgmban interventions
and marketing in the three case studies confirnas $igns do play a
related role in both marketing and urban internamtiThe comparison of
Vigan and Trinidad demonstrates that interventiares more significant
for marketing locations with a lack of historicahages. In Vigan, urban
interventions are employed to produce heritage @adthat are used) for
marketing whilst in Trinidad there is an abundamteimages without
urban intervention. Likewise, the comparison betwe¥igan and
Guanajuato shows that interventions have a stroingeact and relevance
for marketing if they change contexts. The transid street in Vigan has
altered the context profoundly whilst the beautifion interventions in
Guanajuato never established a complete alterafioontext.

As well as exploring the degree of contextual tfamsation, the case
studies demonstrate that distinct strategies éskabifferent spatial and
temporary sign-patterns. Guanajuato invests heavilyban interventions
that establish spatiatlusters where Heritage Installation Signs and
Contemporary Life Signs co-exist. Vigan focuses tre perfect
transformation of a limited area, creating the grattof a spatialsland
within the core zone. Trinidad, in contrast, puts focus on urban
interventions that install or dismantle signs. Gahg, it can be noted that
patterns of urban intervention influence the apgedipn of urban spaces
by locals and by visitors.

The temporary aspect of signs became most obviouSuianajuato,
where the opening hours of shops coincide withdiw@inance of mobile
advertising signs. Additionally, promoters also édkeir working hours
and traffic its peak periods. Considering the terapo aspect of the
presence of signs opens up new perspectives orrinint@irban
interventions (such as establishment of temporageptrian zones) and
consequently opportunities for heritage marketiigikking temporary
aspects in the planning of urban interventions imtgount enables the
provision of heritage experiences without permageaitering contexts.

Returning to the initial question of the global idédly of signs
employed in marketing World Heritage Towns, it Iself@ distinguish
between global products and global strategies. Botthrelated and can be
found amongst the signs used in installing a hgeitheatre setting as well
as the signs used in staging a heritage theatce pie

Among the group of temporary signs used in stagimgritage theatre
piece, global products are less common. One exaisiihe internationally
available tourist bus that is camouflaged as antoaia tram. There are
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companies who produce these vehicles and sell toedifferent towns.
Guanajuato bought such a bus “off-the-shelf”. Witthe other group of
signs (those used in installing a heritage thes#tting) global products
are more common. The most prominent example ishdrgage lamp.
There is an industry that specialises in creatirgdesigns that we see in
highly diverging heritage contexts such as Marrhk€@axaca and Bath
mentioned at the beginning of this article. Indeedall of the case studies,
urban interventions involved the installation ofritege lamps. Another
example for a global product is cobble-stone pavirge paving industry
offers cobbles that are often transported over eladistances to fit
harmoniously into a variety of heritage contextsVigan and Guanajuato
the substitution of asphalt with cobble-stones fednpart of the urban
interventions.

Global strategies are related to global productsabse the products
are introduced on the basis of design or promatioategies. The reason
why we see similar products in different contexdsthie assimilation of
strategies. In terms of transport the re-introductof antique vehicles
(horse-drawn carriages, trams, buses or undergryaims) has become a
globally applied strategy. Vigan applies this siggt and even Berlin has
done this recently. On a visit in May 2009 | waspsised to find horse-
drawn carriages with coachmen dressed up in atitthe rebuilt Pariser
Platz in front of the Brandenburg Gat&he coachmen are representative
of the fact that locals dressed up in traditiortéiteoften pose for photos
in addition to offering services like sightseeirggrriage rides, reading
palms/laying cards or acting in heritage plays. Theatre piece” services
differ from town to town and usually relate to thgecific heritage of the
place. However, they do show strategic similaritieg demonstrate global
trends in the heritage tourism industry. The ati&igi produce temporary
signs that are presented in marketing material ptmg heritage towns.
Global strategies for the use of signs in instgléinheritage theatre setting
are led by considerations of promoting the “heetagmosphere” of urban
contexts.

As we have seen in the section on urban interventie installation of
heritage products is frequently explained as foilmna globally applied
design strategy for urban intervention that requinew buildings and
street furniture to fit harmoniously into an exigtiheritage context. There
is, indeed, a choice to introduce new street lighth the form of heritage
lamps or in a contemporary lighting design. If tregitage lamp is chosen
urban interventions work hand in hand with markgtistrategies by
producing settings that are considered “charmingicoading to
international heritage marketing. Noell (2008, g§®ints out, that the
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reproduction of the same city images is respondibiethe continuous
assimilation of the towns themselves. Heritage ttheatage sets and
heritage theatre pieces performed in the urbamresmke undergoing a
global homogenisation because they apply similaigheand marketing
strategies. The strategies involve the use of ddinset of signs that
promote an historical image. As a consequence rib@nurealm of World
Heritage Towns tends to undergo a continuous glabsimilation.
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Notes

! The research presented is based on the authaitsrdbthesis on “Musealisation
in the urban context” (Nelle, 2007).

2 Alois Riegl (1858-1905) published his theory inOB9under the title “Der
moderne Denkmalkultus” (The Modern Cult of MonungntHe introduced a
value system for listed buildings differentiatingetlveen memory-value/
commemorative-value (Erinnerungswert) and presagtvdilue (Gegenwartswert).
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http://www.ovpm.org (March 2010).

4 Google search engine, 20th March 2009.

5 Nelle, 2006, 88 ff and Nelle, 2009 195 use thengef'signs of promoting an
historical image” and “signs of contemporary lifa"the same sense as translations
of the German terms “Inszenierungszeichen” and &Begrtszeichen” (Nelle,
2007, 55 ff).

5 Needless to say that heritage lamps were alsalledtall around the square.
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INTERNATIONAL AIRPORTS ASSTAGES
FORNATIONAL CULTURAL HERITAGE:
THE CASE OFSCHIPHOL AIRPORT,
THE NETHERLANDS

PATRICIA VAN ULZEN

I ntroduction

Airports connect people, villages, towns, metrogedi nations and
continents. In the global village they can be cdestd as the market place
or the café, the place where everybody meets. thdew/adays airports do
function as market places or cafés. Present-dgyorsr are not just
machines to get passengers as quickly as possibeeir planes. Their
passengers have plenty of time for a shop or &dnd the airports are
eager to offer them retail and catering.

But whereas in a traditional village the marketpland the café are
also the spots where information is interchangedl @ritural events take
place, at the airport most of the time the social aultural potentialities
are not yet fully exploited. However, worldwide the are some
developments though, which show that airports agirming to develop a
new vision of their own functioning. In this articl trace the origins of
this development. The case | will discuss more resitely, namely
Schiphol Airport in the Netherlands, is a pione®using the airport in a
new way. Schiphol increasingly uses the airportaastage to present

Dutch cultural heritage, and does so in a manrarabuld be considered
exemplary.
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Airportsasnon-places

In the 2008 introduction to the second edition f tenowned book
Non-places, the French philosopher Marc Augé writes: “to e&ros
international borders brings no more profound vgrithan is found
walking between theatres on Broadway or rides a&n®yland.”(Augé
2008, XlI). This observation is especially true of air ternsnalying
from, let's say, Flughafen Minchen to Malaga Aitpee arrive in a hall
with grossly the same characteristics as the onkefvé129 miles behind
us: a large, high vault, shiny, high tech materiamsl an overload of
informational and commercial signs. Even if weffigm one continent to
another the transition is smooth; the signs ardlainthe entourage is
unmistakably airterminalish (figs. 4-1 and 4-2).

Fig. 4-1: Malaga Airport, 2010 (top). Fig. 4-2: Bok Airport, 2009 (bottom)
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This is partly intentional, aimed at comforting thassengers. Partly
though, it is the unintentional outcome of the waide advertising by
multinational firms. One of the most persistent aoencials that is printed
on the gangways to the airplanes around the w@lthe HSBC bank’s
slogan “The world’s local bank” (figs. 4-3 and 4-4)

‘ [ ﬁlﬁm_ma aschouad i

Fig. 4-3: London Heathrow with Fig. 4-4: Bangkok Airport with HSBC
HSBC advertising advertising

This slogan is often the first thing you see (tHoumpldom notice)
when arriving in a country or city by airplaneidtmoney that makes the
world go around. Then all the other global brandme into sight. This
unintentional, commercial alikeness of all air terafs also has a calming
effect on the passenger, a phenomenon Augé describer him [a
foreigner lost in a country he does not know], dncompany logo is a
reassuring landmark; among the supermarket shbkvéslls with relief on
sanitary, household or food products validated hylitmational brand
names.” (Augé 2008, 86).

Augé indeed includes air terminals in his summafrynmn-places”:
“all the air, rail and motorway routes, the molikhins called ‘means of
transports’ (aircraft, trains and road vehiclesle tirports and railway
stations, hotel chains, leisure parks, large retatlets, and finally the
complex skein of cable and wireless networks.” (AR08, 64). When
we take a closer look at Augé’s general definitafna non-place, most
airports fit in very well. Augé’s definition is awegative as the term “non-
place” itself: “If a place can be defined as raaéil, historical and
concerned with identity, then a space which canbet defined as
relational, or historical, or concerned with idéntwill be a non-place.”
(Augé 2008, 63).

In general, couleur locale is hard to be foundimutoats and often only
noticeable in the details, like the typical Britisbmely patterned carpet
which welcomes the passenger at Stansted Airpod before the famous
functionalist main hall comes into sight where flo®r is made of shiny
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stone. The carpet, however insignificant it migggm to most passengers,
in a way relates to British history and identityheveas Stansted Airport as
a whole is a classic (and much-praised) examplearofinternational
architectural airport terminal style. Indeed, tpplaed architectural style is
more or less derived from what American architeati® Johnson in 1931
baptised “The International Style”, i.e. modernisimit without the
modernist ideologies and ideals, just a style. Rbughe style is
characterised by the use of lots of glass, largeinmally supported vaults,
and high-tech material.

As Alastair Gordon describes in his 2008 publiaatitaked Airport, it
was in Europe in the mid 1930s that modernist &&chire was discovered
as the most appropriate architectural style fopaais, not per se because
of its functionality, but because of the illusiori lightness and the
technological appearance, by which a symbolic ieiahip is created with
the airplanes and the process of flying, in shtre ‘relationship between
form and flight”. As an early example of the exmies of this symbolic
relationship he points out Kastrup Airport in Denmkidy the Danish
modernist architect Vilhelm Lauritzen (figs. 4-5da4-6): “it was more
than just a machine for processing passengersitt@aurhad managed to
design a place that celebrated the transitory eatfr modern life.”
(Gordon 2008, 87).

Fig. 4-5: Kastrup Airport, 1939, entrance
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Fig. 4-6: Kastrup Airport, 1939, hall

Kastrup Airport already in a rudimental form and ansmall scale
shows the characteristics of present-day airpahitgacture: the shinyness,
the cleanness, the large open space, which allthegecreate an
atmosphere of freedom of movement. Not all pre-aigports had this
transitory, lightweight quality, as is illustratég this photo of the airport
of Little Rock, Arkansas, which looks like a pondes city hall (fig. 4-7).

unicipal Airport, Little Rock, Atkansas

Fig. 4-7: Municipal Airport, Little Rock, Arkansa$930s

Today’s high-tech air terminals surpass Kastrupait in symbolizing
the transitory nature of modern life. They are fighd transparent in every
sense of the word, and they suggest smoothnessx@onple fig. 4-8). In a
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wider sense they symbolise a world without bordénsce a passenger is
inside the terminal, and has passed the securégksh he or she is given
the illusion of a world without barriers in whicle lor she can travel from
one place to the other. Already in 1970 sociologisin Toffler baptised
the ever growing masses of air traveller the “nemnads”: “Never has
man’s relationship with place been more numeraagile and temporary
[...] We are breeding a new race of nomads.” (Gor2i@08, 214-215).

Fig. 4-8: Bangkok Airport
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Counter movement: a sense of place

But whereas in the 1930s people still were exciledut experiencing
the transitory nature of modern life, present-dappde are tired of the
constant flow they live in. On airports this is eagsed by the popularity
of lounges, where passengers who can afford igeatfrom the transience
of the terminal. These lounges are often decoratedway that suggests
homeliness. Sometimes they allude to the charatiteriof the terminal’s
city or country. In this way, airports meet peoplaeed tde somewhere,
instead of being carried away all the time. This iparadox, because the
very essence of air terminals is speed, flow afidieficy.

Fig. 4-9: Liverpool John Lennon Airport

Also in the architecture and the decoration of tireninals we see a
countermovement. The “unsettlling sense of samén@srdon 2008,
214) of every airport around the world is counteiredarious ways. Some
examples: Liverpool Airport is decorated with imageferring to The
Beatles, including a mediocre bronze sculptureoinJLennon (fig. 4-9)
and a yellow submarine in front of the terminalhwiiownesque puppets
representing the illustrous musicians. Muenchempdkir has a Biergarten.
Many airports have kiosks where national produats sold, like the
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Swedish handicraft on Stockholm Arlanda Airport.lafada moreover
welcomes passengers with large portraits of natticegebrities. In the
Immigration Hall of JFK International Airport’s neWerminal 4 hangs a
large frieze with painted reliefs depicting New Xatreet scenes (fig. 4-
10).

Fig. 4-10: Deborah Master®yalking New York, 2001, painted relief, 8' x 350',
Terminal 4, Immigration Hall, JFK International Aort, New York

In some, rare cases, we see that the overall aothit of the terminal
gives a sense of place. King Abdul Aziz Airport xample, in Jeddah,
Saudi Arabia, looks like a camp of tents in theedegfig. 4-11). Also
Dane County Regional Airport in Madison, Wiscongil§A, is designed
to offer a sense of place. Its interior and exteri&fer explicitly to the
famous local architectural movement of the Pra8&hool, which was
developed from the 1890s to circa 1920, and whosst melebrated
exponent was Frank Lloyd Wright (fig. 4-12). Thense of place is also
expressed in other ways: people who work at thigoa are obliged to
live within one hundred kilometers from the airposind the work of
regional artists and craftsmen is on display orintegrated in the
decoration of the interior. In his book 200%rport Interiors Steve
Thomas-Emberson writes that this airport “has thesibility of becoming
an iconic airport for this new genre of design.hémas-Emberson 2007,
68).
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Fig. 4-11: King Abdul Aziz Airport, Jeddah

Fig. 4-12: Dane County Regional Airport, Madison
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So now let us turn our attention to our Dutch c&sehiphol Airport
near Amsterdam. How does it let the passengers ktimy are in
Amsterdam, the Netherlands? Does the architectefer rto the
Netherlands’ culture, as is the case in JeddahMadison? Are there
images which show what kind of culture has its iosgn the Netherlands,
like in Liverpool? Or is there a demonstration attianal crafts, like in
Stockholm?

Schiphal Airport in 1967

Let us start with having a look at the originaltatecture and interior
design of the air terminal, which has been in lisees1967, but since then
was adapted in many ways. When the terminal waptmied in 1967, it
was a showpiece of the heydays of Dutch modereisigd, especially the
original interior design from 1967 by Nel Verschemrand Kho Liang le
and the graphic design by Benno Wissing of Totadi@® The basis of the
Schiphol design is a regular grid with a moduleadfxed size. The sizes
of all the elements are derived from this modutejuding the floors, the
walls, the ceilings, the furniture, the kiosks,.eEven the bins were
especially designed. The colours were restrainednlgnwhite, black and
grey, for the sake of calmness, but also to makerttensely yellow and
green signposting even more eye-catching.

This original interior design of Schiphol was aitg) example of the
dominant Dutch public visual culture of the 1960®l &970s. In these
years modernist, rationalist design was taking otrer Dutch public
domain. Not just the national airport, but also thational railways,
municipal public transport, the national bank, thestal Services and
many more public services commissioned modernidtibdesigners to
restyle their corporate identity (Simon Thomas 20086).This visual
culture is still very much alive, and it is rootéd a Dutch geometric
tradition. The products of De Stijl and other Dutchntributions to
abstract art fit into this tradition, as well ag tthurch interiors Saenredam
painted in the 17th century. More well-known to tfeneral public is the
analogy with the Dutch landscape; especially wresmdgrom an air plane,
Holland looks as if it is designed by a mathematiciln 1927 the
American journalist Lowell Thomas saw the Nethedk&from an airplane
and noted in his travel diary that it looked likégigantic garden laid out
by landscape artists with a passion for geometritedigns.” (Gordon
2008, 18).
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A

Fig. 4-13: Original interior Schiphol Airport, degsi by Nel Verschuuren and Kho
Liang le, 1967

Seen from this perspective, the original Schiphtgrior was a show-
case of the national cultural identity. The averpgssenger may not have
been aware of Dutch design trends, but the staontgtrical, rectangular
basis of the interior design may have come acrestymically Dutch, as
well as the white cleanliness.

Present-day Schiphol Airport and the Holland Boulevard

This Dutchness on a meta-level nowadays is hardficenble
anymore. This is because of four developmentstl¥ithe austerity of the
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original terminal is mitigated by newly added fuume, shops, kiosks, bars
and the like. Secondly, as we saw above, the mdestyle has become
the international style for airports. Thirdly, tgeaphic design of Schiphol
has been sold to several other airports aroundwtbdd, including
mainports like JFK, New York (fig. 4-14). And fohty, there are more
shops at Schiphol than in 1967 and the shopsteedame brands as every
other airport in the world. Because of these dgwmlents Schiphol
nowadays looks more or less like any other airjpottie world.

Fig. 4-14: Signposting at JFK Airport, New York

So how do jet lagged, arriving passengers know #éneyn Amsterdam,
the Netherlands? Are they heartily welcomed, lik&Copenhagen, where a
large skyblue neon sign says “Welcome To Wondetfopenhagen™? |
am afraid not. Only the Royal Bank of Scotland (!) welcomes the
passengers with a sign on a fence, decorated wathesimages of
Amsterdam (fig. 4-15).

Fig. 4-15: “Welcome to Amsterdam”-sign at Schipld@lport by the Royal Bank
of Scotland
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Outside the airport there is another welcoming fdated underneath a
large Royal Bank of Scotland logo. Along the rofitam the plane to the
customs there aren’t any other indicators of pl@dethe advertisements
are international. In the hall with the baggageveyer belts it is global

brand Master Card that gives a sense of place:eabath belt there is a
Master Card advertisement with an image of cyclistessing the

Amsterdam canals. The only non-commercial welconsiggn shows up

from time to time on the display with the flightrealules.

Yet, Schiphol puts considerable effort into “addim@utchness to the
departure areas. There is a “Holland boulevardj. (fi-16) with several
facilities, amongst which the most remarkable isaanex to the national
art museum, the prestigious Rijksmuseum (fig. 4-Sihce December
2002, some seventeen exhibitions have been held akrof which
represented a well known feature of the Netherlacwlsural heritage, for
example: “Dutch Skies”, “Maritime Power”, “Mondriad& De Stijl”,
“Dutch Windmills, Art and Industry”, “Holland andapan” and “Dutch
Cows”. According to the Rijksmuseum’s website,sitthe only museum
worldwide with an airport-annex.

Fig. 4-16: Entrance of the “Holland Boulevard”, 200
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Fig. 4-17: The Rijksmuseum at Schiphol Airport, 20 the suspended, golden
“box” the artworks are on display; the room belovttvihe red carpet is the shop.
Not all visitors go all the way up to the actuahisition room

With some 170,000 visitors a year one cannot buatlcole that The
Rijksmuseum initiative is a success (Hoog Antinkb&07-8; Rijksmuseum
eindejaarscijfers 2007And the quality of the exhibitions is undispu&bl
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But on the other hand the concept has it weaknedsestly, the
Rijksmuseum annex is located behind the passpattador the E and F
piers, i.e. the piers for intercontinental passeng€his means that other
passengers have access, but getting there talke#softime and a lot of
bother, because you have to pass passport comtice.tSecondly, the
annex is an anomaly in the context of the termifidle immediate
surroundings communicate on a completely diffedenel: people are
encouraged to shop, to eat, to drink, not to coptata. Also literally the
museum is an isolated entity, rising above the drahe actual exhibition
pavilion is suspended (fig. 4-17). This pavilion n@aver looks like a
golden jewellery box, which enhances its aura aflestvity. Maybe this
is the reason why many people don’t even go uméoetxhibition space,
but only visit the shop below, which is much mopprachable. It is even
conceivable that some visitors mistake the shopttier museum. One
visitor confessed to me that she had the impresgiah the exhibition
room, where all artworks are on display behind gjlascause of safety
reasons, was the shopping window for the commaditiethe shop. But
the products for sale downstairs are, with rareeptions, artistically
worthless, mostly copies of the real artworks, stimmes printed on
canvas, sometimes on umbrellas or coffee cups.

The Rijksmuseum is not the only attraction at thecalled Holland
Boulevard, but at the time | did my initial resdaiit was a high culture
oasis amidst clichéd tourist representations of\tetherlands. | writevas,
because in 2010 the Holland Boulevard was resigtetinew, high quality
amenities were added.

The Holland Boulevard restyled

August 2010 saw the opening of the renewed andrgadaHolland
Boulevard. Whereas the old version of the Boulevarade a messy
impression and lacked unity, in appearance as aglh concept, in the
new version all attractions are styled in the samamner - except for the
Holland Casino which still is a gloomy gambling demd only nominally
is Dutch. In general, the representation of Dutddntity now has more
depth and the inevitable stereotypes like Delft eBland tulips are
presented in an up-to-date fashion.

The Rijksmuseum shop now sells more than only copied kitsch:
there is a supply of contemporary Dutch design petslof a high quality,
for example from the famous Droog Design label.(figl8). In this way
national heritage and commerce amalgamate. Theureulis not
commercialised, but the objects for sale the culture.
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schiphol

Museym shop

DUTCHMASTERS

Fig. 4-18: Dutch contemporary design for sale & 3thiphol Museum Shop, 2010

But the most interesting new feature in the contéxhis article is the
Airport Library. Like the Rijksmuseum annex, this a world premiere,
Schiphol being the first airport in the world wighlibrary for passengers
(Press release 25 August 2010, fig. 4-19). The mimmnof the library is to
give an overview of Dutch culture to passengersjusi Dutch literature,
which is available in 29 languages, but also Dumcbsic, films and
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photography. Books can be read on the spot, irobtiee 11 “active” seats
or one of the 14 lounge chairs. A text on one efitlhite bookcases says,
in English:

“Welcome to the Airport Library at Schiphol. We itev you to watch,
read, listen to, download and enjoy Dutch cultitease leave the books
in the library area so other visitors can also gtiem. Feel free to sit and
relax here. On the upper floor is a sleeping avegdur convenience.”

The actual library contains some 1100 books, bwd$P and a
“download column” enlarge the assortment (Factsiégiort Library).
These new media also enable the viewing of filméistening to music.
Temporary exhibitions of photographs add the fimghtouch to this
Dutch cultural cluster.

o T -

Fig. 4-19: A passenger at a table with an iPadh& $chiphol Airport Library,
2010
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Fig. 4-20: A passenger in one of the lounges aHtband Boulevard, reading a
book from the Schiphol Airport Library by the (fakiire. Left in the background:

a detail from a large airbrush painting by DutchisarHugo Kaagman. The

painting has a Delft Blue appearance and depjpisally Dutch subjects, such as
the windmill’s sail on this photograph.

Conclusion

At the beginning of the 21st century, passengepeetxairports to
offer more services than just herding them towalus planes. Even
without delays, travelling by airplane means maayrk of waiting. There
is enough time to look around or to relax. Theitradal pastime, tax free
shopping, is only attractive for people who inteadpend a lot of (black)
money’ Moreover, it is a well known fact that, in the peet-day
globalised world people only more intensely feal tieed to know where
on earth they are. If the airport shops only gl global brands which can
be purchased anywhere, this need is not satisfieel newest challenge for
airports therefore is to offer a sense of placeovdbwe discussed some
answers to this challenge: airports let passerigesss where they are by
means of architecture, by means of displaying naticfeatures, by
offering regional or national commodities.

Schiphol Airport’'s answer to this challenge is thelland Boulevard.
The new version of this Boulevard, especially thigpért Library, is a
praiseworthy initiative. It is a nice service tethassengers and it adds a
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cultural as well as a social function to the temhiBut it is also a very
clever understanding of the potential of the airgorfunction as a stage
for national heritage. It is only logical that thbrary is funded by the
Ministry of Education, Culture and Science. If orign percent of the
millions of visitors a year make use of the Airpbitbrary, it already is a
mega success. Like with all really good ideas, akes you wonder why
nobody came up with this before.
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Notes

! The initial research for this paper, includingetfl work” at Schiphol Airport, |
did in the first half of 2009. | started this resdraas part of a commission by the
Dutch Ministry of Transport, Public Works and Wat@nagement to write an
essay about the cultural history and identity & Metherlands’ Mainports (Van
Ulzen 2010). Since the publication of my essay [@ubii Airport changed some of
the features | describe in this chapter. At thesidlg of my text | give attention to
these changes.

2 A former employee of a tax free shop told me thathe period she worked at
Schiphol Airport it was not unusual that purchasese paid with impressive piles
of dollar bills.



CHAPTERFIVE

MODERN TROPHY.
GLOBAL ACTORS IN THEHERITAGE
VALORISATION OF THEMAISONS TROPICALES

CHRISTOPHRAUSCH

| ntroduction

The global “heritage theater” is directed by gowveemtal and
intergovernmental organisations. Branches of natiarinistries of culture
as well as international institutions such as timidd Nations Educational,
Scientific and Cultural Organisation (UNESCO) exsclegislative and
executive control, governing the heritage worlddaaen powerful claims
to scientific expertise. The UNESCO World Heritggegram is a good
case in point. Today, the UNESCO World Heritagevemtion has been
ratified by 186 state parties, more than any oititernational treaty. Since
1972 the program has resulted in an extensivefigYorld Heritage sites
and the issuing of binding preservation regulatidnsfact, it is on the
advisory bodies to UNESCO that prominent expertbatke dominant
understandings of heritage. However, despite tHaeince and authority
of governmental and intergovernmental heritageracthe global impact
of other actors is increasing. In this article lapme the recent
translocation, commoditisation and display of the-called maisons
tropicales by private, corporate and institutional actors nfrothe
contemporary art world, as well as interventionsnfrthe established
heritage world.

The maisons tropicaleare a set of three prototype houses for colonial
officials conceived by the industrial designer JEaauvé and assembled
from pre-fabricated aluminum modules in the FreMiger and Congo
during the late 1940’s and early 1950’s. As subk,maisons tropicales
belong to the category of modern architecturalthge in Africa, which
the International Council on Monuments and Site€OMOS) has
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identified in its 2004 advisory report to UNESGllling the Gaps: An
Action Plan for the Futureas combining both thematic and regional
shortcomings of the World Heritage list (Jokileh&D05). In fact,
regarding the inventory and preservation of mod#rat is colonial and
post-colonial built heritage of the early to midtlQentury, Africa is
currently referred to as a blank spot on the maghefworld (Tournikiotis
2007). Governmental and intergovernmental culthesitage organisations
are urging the inventory and the protection of Higant instances of
modern architecture there. Notably, ICOMOS refaysetrly modern
architecture in Africa as a “shared colonial hg@Ad suggesting joint
responsibilities for the national governments reprging former
colonisers and colonised alike (ICOMOS 2001).

But, in the case of thenaisons tropicalesan official inventory of
colonial built heritage in the Republic of the Conlgas lead independent
private actors to search for modern architecturd sustrial design
suitable for sale on the art market. In the mid @99the French
government financed research and two publications tlle modern
architectural inheritance of Brazzaville, the cabif the Republic of the
Congo. Based on these publications, which featinatqgraphs of two
maisons tropicales an American collector commissioned a Parisian
gallery owner to track down the houses for acqoisjtdismantling and
shipment out of Africa. In 2000, all three thfe maisons tropicalewere
indeed removed from Brazzaville, Congo and Niamdger to France,
despite authoritative emergency calls from the UNBSWorld Heritage
Center lobbying for the preservation of the streesuin situ. In 2007
Christie’s in New York auctioned one of the houk®sseveral million US
Dollars. The buyer is now planning to turn it ireduxury retreat in the
Caribbean. Currently another of theaisons tropicaless on permanent
loan to the Centre Pompidou in Paris, while theaiemg third house is
still in the possession of the facilitating Paradlgry.

The case of theaisons tropicalebriefly sketched above is illustrative
of conflicting roles and agendas of different glohetors in the heritage
valorisation of modern architecture in Africa. Unstanding heritage as a
cultural practice, as something that is being damehis article | aim to
analyze the way heritage value is constructed agdiised today by
asking who does what, how and why in the particoése of thenaisons
tropicales (Smith 2006; Appadurai 1986). For this purposerawd on
multi-sited ethnographic research and in-depthrwiggvs conducted in the
context of my larger PhD research proj&gscuing Modernity: Global
Actors in the Heritage Valorisation of Modern Argture in Africa
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From Maisons Colonialesfor Africato Maisons Tropicales
out of Africa

The former African colonies have constituted siigaifit fields of
experimentation for the development of modern aechire (Crinson
1996 & 2003; Heynen 2005). During colonialism, muadebuilding
construction was a means to appropriate territowy @ effectively rule
over and “civilise” the indigenous population (Algad 1992; Crinson
1996; Fuller 2007; King 1976, 1991 & 2004; Rabind®89). The
examples of Jean Prouvé’s so-calladisons tropicaleare no exception.
These innovative pre-fabricated houses were assenfildm standardised
modules of aluminum, which were intended for thessnaroduction of
colonial buildings ranging from expeditionary skedt to school
complexes (Cinqualbre 2009; Touchaleaume 2006).Filance, Jean
Prouvé had been experimenting with designs of nawdidchniques of
building construction since the 1920’s. In fact, duéckly turned to the
African periphery, competing for military contradts build huts for the
French colonial troops in the late 1930’s and Far torps of engineers in
the early 1940's. Subsequently, Prouvé was askedhbyresponsible
colonial officials in the French territory of Nigéo plan a college, the
government building and law courts in Niamey. Hektthe opportunity to
develop a series of generic designs, many of whiehcalledmaisons
coloniales(Cinqualbre 2009).

Fig. 5-1: Design for a maison coloniale Fig.5-2:The Niamey House

Prouvé engaged in a classical colonial projected@ad This is a fact
hardly disguised by the issue of alternative narsash asmaisons
equatoriales maisons africaings or the term most widely used in
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description of the project, todayaisons tropicale.Early on, Prouvé

saw an opportunity to exploit the potentially ptafile market in

prefabricated housing for the colonies. The modpéats for his buildings
were to be industrially produced in the metropddisd easily transported
to and assembled by unskilled labor in the periphelowever, despite
lobbying for the realisation of the larger scalancaissions in Niamey,
only one demonstration house was built there ir0194e installation of a
set of two more prototypes in the Congolese citBiEzzaville in 195 on

account of theAluminum Francaiscorporation and in view of further
advertisement, could not boost production eitheind@albre 2009).

Apparently, although the design of the modules wafl suited for the

specific climatic conditions in “the tropics” theproved to be too
expensive for broader implementation (Bergdoll &iaristensen 2008;
Touchaleaume 2006; Vegesack 2005). Moreover, taadhrwere soon to
leave their sub-Saharan territories.

Fig. 5-3: The Brazzaville Houses

After the retreat of the colonial authorities ardaliical independence
in the Niger and the Congo respectively in 1957 860, just as most of
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Jean Prouvé’s work, the prototypmisons tropicalesemained unmentioned
in the historiography of modern architecture. ltfawhile they were
continuously used for accommodation and businestotsl inhabitants
after the French colonial occupation had ended sthectures are said to
have been “forgotten” until their “rediscovery” the wake of the French
heritage mission, which lasted from 1993 until 19B6se 2008a).

Financed by the French ministries of foreign coafien and culture
this mission was led by Bernard Toulier, a senipegt on 20th century
built heritage employed by the latter institution/hen | interviewed
Bernard Toulier in his office at the ministry oflwwe in Paris in 2009, he
explained that besides a generally increasingastén modern architectural
heritage since the late 1980’s, a reason for teadfr government funding
of an inventory of modern heritage in the formeertdth Congo was an
upcoming interest in “shared colonial heritagettin 1990’

Toulier's research on colonial heritage in the Gongelded two
booklets featuring photographs of architecture l®anJ Prouvé: the
brochuresBrazzaville Decouverteand Brazzaville la Verte Inventaire
Général Des Monuments Et Richesses Artistiques ®d-fance both
appearing in the context of the official seriesFmanch heritage Inventaire
Général des Monuments et Richesses Artistiquesaderdnce in 1996
(Tolier 1996a & 1996b). Interestingly, the appeasmof photographs of
the maisons tropicalesis well as of an Air France building designed and
furnished by Jean Prouvé in these publications cidéd with an
increasing acknowledgment of Prouvé’s oeuvre asiiislly significant.
The publications also generated considerable #itenh the art world
because of the development of hype around Proundisstrial design on
the art market in the 1990’s. As a result, the $%ami gallerists Phillippe
Jousse and Patrick Seguin embarked on a privatedéim to post-
colonial Brazzaville, publishing more photograph$ the maisons
tropicalesin their 1998 gallery catalog entitlelkan ProuvgJousee and
Seguin 1998).

However, Joussee and Seguin did not only bringupst Their trip
also resulted in what is called “the repatriatigRtubin 2009, 117) of large
quantities of Prouvé furniture and other itemsnafustrial design from the
Air France building such as solar protection panetsich were taken to
and sold in Paris. And with Prouvé furniture andtuies yielding
exorbitant prices on the market for modern desigulid not take long
before the American collector Robert Rubin had “tdea of perhaps
repatriating the houses themselves,” calling itd&unting prospect for
both political and financial reasons, but nonetbglan idea whose time
would eventually come.” (Rubin 2009, 117). ActyallRubin soon



118 Chapter Five

proceeded to commission the French art dealer Eoiechaleaume to
launch a mission to find and buy the thremaisons tropicalesin
Brazzaville and Niamey (Touchaleaume 2006).

Robert Rubin is a financial investor of means andwch a collector of
vintage cars, as well as modern architecture. @920interviewed him
about themaisons tropicaletn Paris, where he owns the 1932 maison de
verre by Pierre Chareau, another celebrated instaot modern
architecture, tucked into the backyard of a wealtdfy bank residential
complex. Rubin certainly takes his collections @esly, a fact that is also
indicated by his long-time enroliment at Columbiaikérsity as a doctoral
candidate of architectural history. Indeed, he edtits his initiative to get
the maisons tropicalesut of Africa as much to his impulses as a cotlect
as to his realisation of the historical significanaf Jean Prouvé’s pre-
fabricated architecture.

Eric Touchaleaume, Rubin’s collaborator in the ¢wahtranslocation
of themaisons tropicalesowns the Gallerie 54 in Paris where he deals in
modern furniture and industrial design. The BritShardian has called
him “the Indiana Jones” of furniture collectingfewing to his expeditions
to the former French colony of Algeria where helvaged” (Rose 2008a)
tables and chairs before engaging withritesons tropicalesEncouraged
and financed by Rubin, Touchaleaume embarked faz&ville in order
to find themaisons tropicalesn 1999. In fact, he enthusiastically claims
that it was always his dream to search for “thosgthibal houses”
(Touchaleaume 2006). However, officials at govemtake and
intergovernmental heritage organisations werecalitabout the prospect
of a translocation of thenaisons tropicalesin the end, themaisons
tropicaleswere broken up in pieces and removed from Africaéfiance
of protests by national authorities and UNESCO, wleaded for their
stay and protection in site.

In 2009 | spoke to Lazare Eloundo Assomo, chighefAfrica section
at the World Heritage Center in Paris. Eloundo Asscsaid that it was
Bernard Toulier, who first alerted him of the immint translocation of the
houses. Eloundo Assomo in turn alerted nationdiaittes in Brazzaville
of the “risk to lose thamaisons tropicaledecause of collectors in the
process of removing the houses from the Congo, thatd they should
remain there.” But, according to Eloundo Assome, @ongolese ministry
of culture was not aware of such a risk, nor diseiém to be aware of any
heritage significance of thmaisons tropicaledn fact, it became clear that
no steps could be taken at ministerial level bezagsappropriate heritage
legislation was in place. Even though Eloundo Assdried to intervene
at the “last minute”, the translocation was evelyuauthorised by “other
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people” at another Congolese government institutiaho didn’t know of
the value of the houses” but merely saw “piecanetal.”

Eric Touchaleaume has described the process lesalithg dismantling
and transport of thmaisons tropicaleto France as

“six months of endless talks, joys, disappointmedidy tricks, meetings
with some amazing people and some vile onesnd lastly, our heads
filled with fabulous memories and the tropical hesisall spruced up,
displayed in Paris, just like in my dream.” (Toulg@me 2006).

He says to have paid a number of proclaimed prapseof the houses,
bribed government officials, and leveraged “patmimbclaims” (Gentleman
2004). Actually, Touchaleaume’s story mirrors tbatEloundou Assomo
in urgency:

“We packed the pieces in Banana leaves, in 15 sigppontainers, and
took them by rail to the port with armed guards.t#¢ last minute the
government stopped us for one more ‘petit cadegRose 2008a).

This “little gift” is reported to have been 3500 Wollars. However, in
the light of the subsequent commoditisation angbléis of themaisons
tropicales Rubin’s and Touchaleaume’s expenses proved ta bell-

made investment.

Robert Rubin kept one of the houses for a repoftehilion US
Dollars (Gordon 2004). From 2002 until 2004 he li@id house restored
and he later launched a well orchestrated campaigexhibitions and
publications focusing on Prouvé’s techniques offpbgicated constructions.
In fact, endorsed with the credentials of Columbiaiversity and the
support of its prominent staff, Rubin has fashiohguself as the prime
expert on thanaisons tropicalespublishing articles and lecturing widely
about his collectors’ item. In response to theiquiés of the translocation
of the maisons tropicalgsRubin emphasises what he claims to be their
non site-specific and “nomadic” or “itinerant” claater and focuses on the
“pedagogic” value of his house as an early exanopla sustainable or
“green” “building system” (Rubin 2005).

In 2005 Rubin had himaisonshown to architecture students at Yale
University and at the University of California (Rnb2009). Another
notable exhibition featuring information on thraisons tropicalesvas the
2008 “Home Delivery” show on pre-fabricated arctitee by the
Museum of Modern Art in New York, for which Rubirrete a catalogue
entry (Rubin 2008). Actually, at the MoMA the housas not physically
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Fig. 5-4: Display of Robert Rubin’maison tropicaleon the roof terrace of the
Centre Pompidou, Paris

displayed because Rubin had placed it on permdpantto the Centre
Pompidou earlier, in 2007. This loan was executedugh the American-
based Centre Pompidou foundation, which Rubin exlifor this purpose
and which he currently presides (Cinqualbre 2008w resting on the
balcony of the fifth floor of the Parisian museuhe house is displayed as
significant French heritage. The Pompidou exhihitias a clear focus on
the mastership and the aesthetics of Jean Proumekistrial design and on
what is called the “frank modernity” of his architere (Centre Pompidou).
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However, the display lacks contextualisation remaydolonial and post-
colonial histories. In any case, the interpretatibthe maisons tropicales
at the Centre Pompidou as French heritage very moforms to Rubin’s
talk of a “repatriation” of thenaisons tropicales

Eric Touchaleaume too had one it maisons tropicalesestored.
Based on Prouvé’s credentials in the art world eaising considerable
media attention, the house was auctioned througfsiihs in New York
in 2007. Press reports of the auction includedlasgiin Vogue Interior, as
well as various other architectural magazines,Nb& York Times, and
even a piece in the Guardian spectacularly entitiedlet Holes Extra: A
Classic of Modern Design Has Been Saved From Sgsatbnipers, and
the Congolese Jungle” (Hamilton 2007; Alexander&00oreover, the
International Heritage Tribune posted a “Style Rlem the house calling
it “the biggest trophy in modern and contemporaggign” (International
Herald Tribune 2007).

Eventually, Touchaleaumeaisonwas bought on auction for 4.97
million US Dollars by the real estate and hotel ma&tg André Balasz,
who immediately lent it for display in front of tiieate Modern in London.
There, the exhibition of the house as “a modemeésh” (Hamilton 2007)
was supported by the furniture company Vitra, whicds license rights
to Prouvé’s furniture designs. In fact, Vitra’'s oveorporate museum
curated an accompanying Prouvé retrospective iméghboring Design
Museum (Vegesack 2005). Initial plans to relocat iouse to Miami in
time for the Art Basel Miami Beach fair failed, Wialasz is now planning
to turn his exemplar of themaisons tropicalesnto a luxury hotel in the
Caribbean to be run by his Balasz Properties. AiyeBalasz’s company
is promoting eventual art tourism to thmaisons tropicaleby means of a
visually sophisticated website (Balasz Properties).

Eric Touchaleaume intends to eventually turn himai@ing maisons
tropicale, which he says is “stored in our warehouse, pHyi@waiting its
hour of glory,” into a Prouvé documentation cen{fRose 2008a &
2008b). He told the Guardian that his “main passgomo be a kind of
private curator, to make my contribution to save keritage of the 20th
century,” adding that

“in a perfect world, we would keep th\daisons tropicalesn situ. But in
Congo, they can't afford to maintain or restorenthend they would be
lost. The important thing is to protect the artwb{Rose 2008a).

Robert Rubin represents a similar opinion emphagizhat the private
“rescue” of themaisons tropicalesame just in time since “public money
for French modernism is becoming scarce.”
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Nonetheless, while Rubin and Touchaleaume stresm#vitability of
their private engagement with tmeaisons tropicalesin the immediate
aftermath of the affair revolving around the trasition of the houses the

Fig. 5-5: Display of Eric Touchaleaume’s maisonpicale for auction in New
York

Congolese ministry of culture drafted heritage dégion, which was
adopted recently in 2009Moreover, Bernard Toulier reports that the
original French heritage inventory is now the badia Congolese motion
to list the modern architecture of Brazzaville &H$CO World Heritagé.

Ambiguous appreciations

| contend that the case of the recent translocationmoditisation and
display of themaisons tropicaledy private and corporate actors of the
contemporary art world is reminiscent of coloniatleanges of culture.
Indeed, the history of colonialism is intertwinedttwappropriations of
“other” cultures by the colonisers (Said 1995 & 49%homas 1991). One
of the dominant forms that such appropriations teals trophy. Material
culture from the colonies was collected on a largme and exotic items of
culture were displayed out of time and out of awatucontext in the
metropolis. There, ethnographic museums exhibitdanéal collections of
“tribal” culture as proof of the backward state oftive cultural
development while art museums fascinated by showidgcontextualised
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“primitive aesthetic” (Price 1989; Clifford 1988abian 1983; Marcus and
Myers 1995).

Today, themaisons tropicalesare presented as collector’'s items in
their own right. Like the artifacts of “primitivetulture before them the
maisons tropicalesare considered out of time and appreciated out of
context, denoting a problematic attitude toward$omial heritage in
Africa as modern trophy. But, whereas establishexitdge professionals
complain that thenmaisons tropicalefiave been stolen in bright daylight,
what | consider especially problematic about thiensation of the houses
as modern trophy is the fact that they are treaeda noble gift of
modernity spurned by the Africans.

Indeed, the colonisers introduced modern regimes bailding
construction in exchange for and justification dfeit scientific and
aesthetic collections of indigenous material celt(hlSayyad 1992). As
Benedict Anderson puts it, modern architecture ctiffely suggested to
the natives that “our very presence shows youybathave always been,
or have long become, incapable of either greatnassself-rule.”
(Anderson 2006). Thus, while collectors of primitiwbjects arrogated
themselves as rightful custodians of native cultunedern architecture
was regarded by the colonisers as an effectiveldenwent tool and as
such instrumental in their civilizing mission. In wopian vein it was
assumed that the progressiveness of the built emvient would
emancipate the population in due course, as ifidgivn a modern house
would make a “civilised” persoh.

Today, the translocation of theaisons tropicaless heralded as their
“resurrection” from decay and misuse in Africa (Ru2009). Arguably,
such discourse elevates the utopias of civilisatind progress implied by
colonial architecture, suggesting that the formerblonised have not
learned well to appreciate modernity as introdubgdtheir colonisers.
Moreover, the legitimacy of post-colonial approfidas of the houses is
denied. Opposed to their relatively short colonpast, the maisons
tropicaleshave a significantly longer post-colonial histafyinhabitation
and pragmatic alteration according to local neddsu¢haleaume 2006).
This very history of meaningful indigenous apprafians of the
coloniser’s culture is disengaged by the recenstogation, commoditisation
and display of the houses.

Admittedly, the maisons tropicalesvere not locally appreciated as
cultural heritage before their removal from Brazltavand Niamey. But,
changed according to practical needs, they fuffilkgnificant business
and accommodation functions for their inhabitaftsr example, one of
the Brazzavillemaisonsserved as a copy shop, and the Niamey house
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provided needed shelter for poor neighboring reg&leDbviously, seen in
this light themaisons tropicalesvere not lost colonial treasures waiting
for their “rediscovery”. Nevertheless, the heritag@ratives constructed
around the maisons tropicalesby their collectors ignore any local
situations other than those favorable to claimshefimminent danger to
the houses constituted by their existence in Africathis respect it is
emblematic that after restoration of thmeaisons tropicalesto their
“original condition” the only traces proudly claicheto have been
preserved of their African habitat are the “bullebles made by
Kalashnikovs” (Gordon 2004).

In addition to the ignorance of the post-coloniakipof themaisons
tropicales the dominant art world authentication of the lsuslso
sanitises their problematic colonial histories. Theblications about and
displays of thanaisons tropicalefail even explicitly to refer to alternative
names such as tmeaisons colonialeand reduce heritage value primarily
to the aesthetics of modern architecture. Aboveslalt the structures are
celebrated as beautiful icons of Jean Prouvé’stimmal modern design,
whereas the colonial relationships of dominatioxprepriation and
exploitation, which these prototypes of a largeilding construction
project represent, are hardly reflected upon. Tthese in dismissing the
postcolonial African modernity of th@aisons tropicalesand disregarding
their colonial origins, the appropriation of theuses as modern trophy
implies an appreciation out of time and out of eahtreminiscent of
colonial exchanges of culture.

There is criticism of this one-sided treatmenthef haisons tropicales
from within the art world, the most visible beingdela Ferreira’s artwork
Maison Tropicale Her sculptural work, which models the dismantled
maisons tropicalesn transit, was exhibited at the 2007 Venice Baan
where it was augmented by photographic materialthet Portugese
Pavillion, curated by Jirgen Bock Bock 2007). ThHowmiccessful, this
exhibit received considerably less public attentiban the Christie’s
auction of Eric Touchaleaume’s house, which wascidently staged in
New York at the same time.

For years, Angela Ferreira’s oeuvre has dealt Withintertwining of
histories of modern architecture and colonialism2009 | met Ferreira in
Lisbon in order to discuss her recent Venice shewolving around the
translocation of themaisons tropicalesFerreira disagrees with Robert
Rubin on the alleged non-site specificity of theaisons tropicales
Therefore, she went to Brazzaville and Niamey wworé what has been
left of the maisons tropicalesn Africa. While she found the concrete
foundations of the houses, which were designedrbyvé but obviously
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unmovable and therefore uninteresting to and keffiid by the collectors,
Ferreira also talked about theaisons tropicalesvith previous inhabitants
and the local populatioh.

The voices on the case of theaisons tropicaledeard by Angela
Ferreira but otherwise ignored are represented do@mentary movie
that records the work process leading to the @tBtennale exhibition.
Directed by Manthia Diawara, this movie reveals hoathe one hand,
Artonnor Ibriahine who had used the Niamey housepfotection from
the rains, expresses feelings of powerlessnessesighation in the face
of its removal. On the other hand, we learn aboukeile Ngatsé, the
owner of the Brazzaville houses, who successfuiyght in court against
European claimants for her right to sell her propeNgatsé used the
revenues from the sale to redevelop the muddy lefhddacant and start a
successful business, a remarkable achievement faingle woman
“without ‘contacts’ in the government” (Diawara Z)0

Generally, the local protagonists of Diawara’s filshow little
awareness of the evaluation of timaisons tropicaless heritage and are
surprised when presented with information of therent fate of the
houses. Only the artist Besongo angrily requestgeturn of thenaisons
tropicalesand their valorisation as Congolese national hget He says
that

“As a nationalist, | can say I'd like to see thatuse come back here and
then that wealth would become a tourist attradti@t people could visit. It

also brings in money. | wish it were in my countitye expatriates would

come back. Things would be more interesting. | anhappy to see the

houses back in France, you see.” (Diawara 2008).

Besongo’s criticism of the translocation and comitigation of the
maisons tropicaleschoes those of the established heritage worliicigf
arguments for a protection of colonial heritagesiitn also emphasise the
possibility of generating development, for instatime®ugh tourism (Clark
2008).

Paradoxically, the need for the preservation ofhiéecture that
represents failed ideologies of modernisation avidnial welfare is thus
legitimised by repeated appeal to the developmeptdéntial of the
modern built environment, this time as heritaget, Bg stated before, the
African continent has not seen much action conaogrtine identification
and preservation of colonial architectural heritafjgerefore, it remains to
be seen whether and how modern heritage in Afrma contribute to
economic development. In any case, bearing in ntived case of the
maisons tropicaleswhat clearly is an issue in need of consideratiben
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it comes to the valorisation of modern heritagéifrica is the matter of
agency.

Indeed, the case of thmaisons tropicaleshows that different global
actors from the contemporary art world and the tage world have
conflicting assumptions taken for granted about twtie significant
heritage of the houses is, how they should bespreserved, and by
whom. The private collectors Robert Rubin and EFicuchalleaume
defend their translocation and subsequent comnsatiith of themaisons
tropicales as necessary and as the only viable option gives t
circumstances. They are convinced that their miediatnd display of the
maisons tropicaleslo full justice to what they consider the primeitage
values of the houses; the modern design aesthatic technological
innovations underwritten by the Master architeenJBrouve.

On the contrary, recognizing modern architecturafiica for its value
as “shared colonial heritage,” Lazare Eloundou Assofrom the
UNESCO World Heritage Center heavily criticisessthine of reasoning.
He says that when it comes to the colonial builiremment in Africa any
acceptance of the notion of a “shared heritage” mpethat one is
“supposed to act in the sense of protection, nqiloitation.”® For
Eloundo Assomo the translocation, commoditisatiod aisplay of the
maisons tropicalesby actors of the contemporary art world is
unacceptable, not the least because he believethéhprofits made on the
maisons tropicalesre above all made at the expense of stakehoiders
Brazzaville. He also claims that the affair has setegative precedent
regarding international efforts to engage in thetgetion of cultural
heritage in the Congo in particular and generalbpfrica.**

However, private, corporate and institutional axrl actors could
engage with thenaisons tropicalethe way they did because governmental
and intergovernmental heritage organisations wes#dnt and apparently
not prepared to initiate preservation in situ amgtevent the buy off of
the houses. | contend that this hesitation andepgyedness was also due
to the fact that the ideal of an internationallyargd responsibility for
colonial heritage as formulated by ICOMOS defies tialities of the
established heritage world, which is very much almational politics. The
issue of a “shared colonial heritage” is not urgemaised by the
exhibition of one of themaisons tropicalesat the Centre Pompidou,
certainly one of the most prestigious national stemses of culture in
France, either. Here, one seems to be quite caablertvith the idea of a
“repatriation” of themaisons tropicaleto France and unaware of a missed
chance to critically reflect on the country’s caldrhistory.
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Now, a possible listing of the modern architectuirgheritance of
Brazzaville as national Congolese heritage andgpsrteven a Congolese
inscription on the UNESCO World Heritage list basmd the original
French inventory would imply a certain acknowledgeinof the concept
of a “shared colonial heritage.” However, it isrifo that the Congolese
government only passed legislation allowing thealegrotection of
modern architectural heritage in reaction to thangdftocation and
commoditisation of thenaisons tropicalesthe heritage significance of
which was not locally recognised beforehand.

On being asked by Angela Ferreira whether he doégrihk it's a
shame they bought and took the houses,” Amadou @usyrone of the
artist’'s contacts in Niamey, denies and remindsthat the only reason
why he is being interviewed on the houses in thst fplace is their
prominent display out of Africa. He says that thiarNey house was not
previously regarded as of heritage value, let alafiemuch value
otherwise; “people wanted to get rid of it" (DiawaR008). Mireille
Ngatsé confirms this estimation for the Brazzavibeation. She thinks
that even if there had been a local awarenesseah#tisons tropicaless
heritage, there probably had been no resources maeaitable to issue
priority care for the houses. While Ngatsé hersef unable to execute
necessary repairs, she doubts the willingness hifity af the government
to engage in any such work. She emphasises thatcgAfsn't Europe.
[...] We couldn't have kept it. It would never havedome what it is
now.” Prompted by Manthia Diawara, who says thatamsAfrican he
would like to see those houses back in Africa, Sgaesponds that

“Yes, it would be nice if they came back to Afriddut, who would look

after them, that is the problem. [...] They can'tkoafter things [here]. |

prefer that the house stays where it is now. kttdr off there. They'll take

better care of it and love it more. Here it woulel &bandoned and run-
down.” (Diawara 2008).

Such voices seem to question ideas of a sharinglanial heritage
when it comes to the maisons tropciales. But, dibes fact that the
maisons tropicalesvere not initially regarded as heritage locallyd ahat
there is an apparent lack of capacity and expettisengage in historic
preservation works in Africa justify the valorisati of the houses as
modern trophy and the outright denial of Africareagy in dealing with
the houses? Contrary to what legitimisations of tianslocation,
commoditisation and display of tmaisons tropicalesimited to the tale
of modernity spurned by the Africans imply, there anany other stories
of relevant post-colonial appropriations and rerappations that deserve
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to be told about thenaisons tropicalesFor instance, the presentation of
the maisons tropicalesas modern trophy fails to tell Mireille Ngatsé’'s
story of taking her fate into her own hands byisglthe two Brazzaville
houses and successfully redeveloping the vacarit quiated by their
removal.

In the same vein, criticism issued by members ef ieritage world
that the translocation, commoditisation and displafy the maisons
tropicalesis exploitative and only disadvantageous to stakidrs on the
ground does not take Mireille Ngatsé’'s self deteation into account.
Actually, when Manthia Diawara informs Ngatsé o€ thuction of her
house for close to 5 million US Dollars she is Igfieechless only for a
short moment. It is quickly that she goes on totkay

“this value of the house, it pleases me. | wistodlld have sold it for its
current price, but since it didn’t work out, | arappy because at least it
proves | wasn’t sleeping in a shanty. It's one lodse things that will
become a story to tell. For me it's one of thoskefthat turn against
themselves.” (Diawara 2008).

Conclusion

The case of thenaisons tropicaledlustrates the dynamics of cultural
heritage in a globalizing world. While governmerdall intergovernmental
organisations are beginning to engage with modechitectural heritage
in Africa and there is talk of a “shared coloniaritage,” still there seems
to be a lack of capacity to attend to such heritageghe ground. At the
same time, the impact of other actors is increasidbile criticizing the
translocation, commaoditisation and display of tleeides in the context of
the contemporary art world, established actors ftoenheritage world are
left to regret that they were unable to ensurerhstu preservation of the
maisons tropicalesYet, despite all criticism, the case of thwisons
tropicalesalso tells Mireille Ngatsé’s personal story of ewipation and
development. In the end, even the translocationcamdmoditisation, and
display of the maisons tropicalesbears potential for a self-reflexive
documentation of relevant histories of appropriattmd for authentications
which remain open for critical debate. At any ratgy analysis of the
treatment of themaisons tropicaless modern trophy indicates the clear
need for a critical interest in colonial, as wedl post-colonial legacies
when it comes to the valorisation of modern hedtamgAfrica.

In this article | have shown that actors from theand the heritage
world engage competitively with modern heritageatppdActually, the
appropriation of themaisons tropicaless modern trophy is not at all an
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isolated example. Rather, private and corporateradtom the art world
are systematically appropriating modern heritageobally, with
governmental and intergovernmental actors standiypgwatching. For
instance, in addition to being active in Africajd&efouchaleaume has also
collected large quantities of modern furniture ime tindian city of
Chandigarh. In 2007 Touchaleaume put a collectibdaybeds, stools,
armchairs, bookcases and even a manhole cover dhalidle the map of
the city for sale at Christie’s in New York. Allithdespite the fact that
earlier in 2006 Chandigarh had been added to th@tiee UNESCO
World Heritage list because of the significance itsf comprehensive
modern urban and architectural design by Le Codbusi

In conclusion, the example of tmeaisons tropicaleseveals that the
valorisation of modern heritage in Africa is an egemt yet disputed
global practice. My analysis indicates that whencidmes to the
construction and legitimisation of modern heritagdues in Africa an
open debate of conflicting evaluations among difeérglobal actors is
wanting. In addition to that, rivaling interpretats of modern heritage
from both the art and the heritage world are in iobsy need of
reconciliation with the demands of other stakeham the ground.
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CHAPTERSIX

GLOBALISATION, THE COMMUNITY MUSEUM
AND THE VIRTUAL COMMUNITY

DORUSHOEBINK

Introduction

At first sight globalisation and community seembe at odds with
each other. The rapidly expanding cultural and eona globalisation of
the last decades is often seen as a main cause afigruption of local
social structures and the “disembedding” of stadbieg-term relations
between people and their histories, their localneaties and their
surroundings. Labour intensive industries are feansd to low-wage
countries, supranational political institutionsuck as the European Union
- gain major influence on local regulations andigie and a global
industry of mass media and popular culture invaldeal cultures and
traditions, depriving them of their distinctive &ccharacteristics. As
Dutch sociologist Abram de Swaan puts it: “The eariof supply of
goods increases worldwide, but that supply of goousall its variety -
tends to be the same everywhere. That is the laglatfalisation.” (De
Swaan 1989).

Following on these observations, it is often asslithat globalisation is
a threat to local communities, especially when wdenstand globalisation
as part of modernity. Moreover, communities would teactive to
globalisation and its intimidating manifestatiorisiredividualisetion and
differentiation (Castells 1997). In that case, th#empt to preserve
communities could be seen as a reaction to theakbup of stable social
institutions and continuity of the life-world” (Deehty 2003, 164).

On the other hand it is assumed that globalisatbmulates the
formation of various new sorts of communities. ABbglisation is
understood as the transformation of time and sp@mlanty 2000),
removing obstacles of distance and time, new oppitigs for “community
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without propinquity” arise (Calhoun 1998). One netcdevelopment in the
world of interpersonal communication linked to giibation is the
increase of Computer Mediated Communication (CM@)ich manifests
itself in the rise of the Internet and other dibtechnologies. The rise of
CMC is both a result of globalisation, particuladiie influence of
multinational corporations and transnational corapuetworks, as well as
a stimulator of globalisation. The influence of CM# national and
international social interaction and communicatpaiterns is considered
to be so strong that some have begun to talk dlvotwal communities”
(cf. Rheingold 2000), or about “culture of realtuality” (Castells 2002),
or even about “convergence culture” (Jenkins 2006 development of
the so-called “social web”, has particularly ergdihnumerous new ways of
communication corresponding to the idea(l) of comityu

However, community tends to be interpreted in mdifferent ways
and there is a lack ofclarity about what commusitige exactly. Are the
communities that are said to be endangered by lgalian the same
communities as those that are said to be create@?b®r, are there
different community types that respond differertblymacro-sociological
and -economic development? One way to answer thesstions is to look
at the ways in which cultural institutions — whiahe often inclined to
function in the interest of communities — servarthemmunities and how
they react to a grand phenomenon such as globafisan analysis of
community policies of museums is an effective metnachieving this
goal, as museums are increasingly attentive tomélebeing of all kinds
of communities.

Since the emergence of the New Museology in thetaen seventies
numerous museums have shown a particular intemesgpresenting and
serving the needs of local communities, resultingthe birth of the
concept of the community museum. Nowadays the wmsmmunity has
gained much popularity in the museum sector, it Basn become a
“buzzword”, according to museologist Elizabeth G@dCrooke 2006,
170) Museums appoint community managers, commuritygtors and
community communication professionals. Strengthgnicommunity
bonds seems to be a fitting strategy for museunfslfid governmental
demands for greater social relevance on the ond; lvamile on the other
hand community policy is a means to keep up witmpetition in the
culture and leisure industry, creating loyal audeewho identify with the
museum.

It is interesting to compare two examples of beattice in museum-
community relations in which different concepts odbmmunity are
practiced and in which the effects of globalisat@wa differently perceived.
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The first case is the Creusot-Montceau Ecomuseuan¢i€), which was
developed in the nineteen seventies and eightidswdnich was a good
example of a museum that interpreted community lasatened by
globalisation.

The contrasting example of the formation of a CM@mmunity
presented here, is the virtual community of thed®hgn Museum in New
York. This community has come into being only rabemand has been
already lauded in the museum world as a fine exanmgfl online
community building. By comparing these two differéypes of museum-
community relations | will examine the responseshee museums to the
effects of globalisation and their understandingttaf position of their
communities in a globalised world.

Le Creusot-Montceau - a local community?

In 1976 the French museologist and retiring direofahe International
Council of Museums (ICOM) Hugues de Varine, wrate UNESCO'’s
MUSEUM International “Instead of being there for the objects, museums
should be there for people.” (de Varine 1976, 134gcording to de
Varine the traditional museum had become too elgl/or had got too
much involved in the commercial tourist market. Toencept of the
museum had to be revised in order to repositiam the midst of society.
To achieve this goal de Varine proposed a new kinchuseum, or more
precisely, introduced a new vision of a museum blpaf serving the
whole population of a nation, region, city or towkhis new museum
would be a non-discriminatory, democratic and refgvnformation centre
and public meeting place, in which all members otetain social
community could participate and in which they wodie| represented.
The most important purpose of the museum’s work ldvobe to
“communicate”, or to engage in “community activifi€de Varine 1976).

The collection of the new museum should be univeard of interest
to the “general public” and “the community”. Soetmuseum’s exhibited
objects should “[r]lelate to real life and introdued the objects and
elements of information necessary.” (de Varine 1948). A community
could not be served by one large museum in theeehthe community’s
biggest town. That would be an obstacle to the cseconomically
marginalised groups in society to come and vigtrituseum. De Varine’s
proposal, therefore, was to install a network ofcetgralised local
museums or to organise museum activities clos@dqeople in various
community centers. Moreover, the museum and aldtw/ities should be
free of charge, as people should not have to pathéexhibition of their
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own culture (de Varine 1976, 139). De Varine’'s numewould be an
open-minded, client-centered and receptive commuimstitution. He
envisioned his museum “[a]s an intelligent instranehich provides us
with answers to our questions and problems.” (dein¢al976, 141).
These questions and problems would be real-lifestipies and problems
of “common” people. That is why de Varine's musecwald be described
as an object bank in which all relevant objectewdryday life would be
collected, researched and exhibited: “[a] quest®asked and the bank
replies.” (de Varine 1976, 141). The community mueehad to be
regarded as a network in which different museumiglises and museum
types would be integrated. The influence of the enus curator would
decrease, because the people themselves had to @enirol of their
cultural centers in which new cultural forms wolle created, social
relations would be stimulated and solutions wowdgbovided to everyday
problems (de Varine 1976, 141-143).

De Varine'’s ideas were more or less realised irCteusot-Montceau
Eco Museum Project in the late nineteen seventieshose years the
region of Le Creusot-Montceau-les-Mines in the e#sFrance, had to
deal with severe economic and social changes tled part of a declining
rural Europe and the moving away of heavy induatya consequence of
an economically globalizing world. The region’s romy and social life
had depended on steel-industry, coal-mining andksboeading since the
eighteenth century and was one of France’s biggdsstrial centers. The
collapse of the manufacturing empire led by the @dw Schneider
family, which started with the untimely death oétlast male descendant,
Charles Schneider, in 1960 meant the end of the ofiithe Schneider
dynasty. The new management conducted severahigfor 1970 which
included the passing of Schneider’'s possessionghéo Le Creusot
municipality. Among these were schools, churchesysks and the
Chéateau de la Verrerie, which had been the Schneddé&ence since the
nineteenth century. In order to harmonise this icoh industrial
paternalism with a new civic function, the localvgmment decided to
turn it into a museum thus offering the Le Creusopulation ownership
of the power base of their former rulers. Musedibgind art collector
Marcel Evrard, was appointed the museum’s firsatarr Evrard’s first
attempts to build a conventional museum provedednipossible since
the remaining Schneider family members took alirtpessessions with
them when leaving the chateau. It was then dedoledopt the idea of the
ecomuseum, which was on the rise in that time. Mla@my ecomuseums
emerging in France during the nineteen seventigalynfocused on rural
areas and, — inspired by nineteenth-century opemageums — considered
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a large array of objects, buildings, natural enwinent, folklore and
traditional crafts to be part of the museum.

Evrard asked for the assistance of Hugue de Vanraunching an
ecomuseum which was to be regarded as “[a] meandefeelopment for
the population”, which would enable them to cop¢hvdconomic, social
and cultural change. (Debary 2004, 125-126; Evi&80, 227). In 1993
de Varine would summarise the motivating force beéhihe museum as
follows: “The aim of the museum was clear. Thereswserious
unemployment in the region and morale was very I8amething was
needed to make it possible for the local peopladoieve some kind of
common purpose and to use the past, with its sseseand its disasters, as
a way of discovering a new future.” (de Varine 1933

Although the museum was named Ecomuseé de la Coauté&n
Urbaine de Le Creusot-Montceau-les-Mines, Evrard @ Varine would
later admit that the term ecomuseum was mainly @dbfo fit in with
recent museological developments and governmealialypDebary 2004,
128). De Varine c.s. declared the museum to benamamity museum,
which implied in their vision that the museum wouwlolver the whole of
the Le Creusot-Montceau-les-Mines area and thatsaihhabitants, apart
from being the museum’s visitors, would functioncasators and critics,
with the help of some professional museum employe®k researchers.
The museum professionals were expected to “[lJiveyimbiosis with the
population” and to “[n]aturally be as discreet, rasdand approachable as
possible” (de Varine 1973, 246). The museum’s ctitb® would consist
of all the objects within the community’s perimetBiaturally, in practice
it proved to be impossible to actually collect gméserve objects of all
150,000 inhabitants. However, the basic principbes what it considered
“[aln object simply as part of a whole, as paradfiuman social, cultural
or natural unit”, and the idea of the museum attifenshrined in an aura
of geniality and uniqueness was rejected (de Vafifig3, 245). The
museum should be there for its people and nottfooljects (de Varine
1976).

Following these intentions the objects and stooieglisplay reflected
everyday life in an industrial urban region and ridation of its inhabitants
with their natural environment and economic andtual history.
Exhibitions covered themes such as “memories afstrig and technological
culture”, “workers”, and “men and birds” (Evrard8® 230).

As part of making exhibitions about the communityistory and
researching the social processes going on in tfiengthe museum staff
started seeking interaction and contact with thpufation, because the
true purpose of the museum was to communicate andnitiate
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community activities (de Varine 1976, 138). Decealided committees, the
museum’s antennae and out-stations throughout Hwewegion, had the
task of gathering information about community lifieorder to be able to
organise local exhibitions in co-operation with thecal population.
Several work teams initiated community gatheringsirdy which local
people talked about their daily life and their vies; memories and hopes.
Then, the work team asked them to collect stonesabjects that related
to the topics discussed and prepare a local eidibétbout these. Finally,
the exhibition , which lasted for a month during gummer of 1974, was
realised by the museum staff and numerous peopha the community
and was visited by local inhabitants and peoplenfroearby villages
(Jeannot-Vignes 1976). In this way the museum staff only initiated
“[e]xhibitions on important themes concerning tife bf the community
and its environment”, they also carried out “[ajn&y of the whole
community™(de Varine 1973, 247). These “importdhémes” consisted
of memories of daily life in the Le Creusot areahie past, visions on the
area’s future, the practice of and relation betwaldncrafts and industrial
work, folk art and local traditions (Jeannot Vign&976). Besides,
exhibitions such as the one described above, wareams to make visitors
aware of the balance between industry and its ahtsurroundings.
Moreover, the museum tried to bring people thenesetagether, “[iln the
midst of things belonging to them, for a sort ddtfeal whose theme was
their own history” hoping “[tjo change the ownera&titude to his
property” (Jeannot-Vignes 1976, 167; de Varine 1248).

The Le Creusot-Montceau Ecomuseum proved to beinénential in
the museum world. Artists and museologists form adér the world
visited Le Creusot to examine the museum’s daihictfice. The museum’s
methods are said to have been revolutionary, ttieesivolvement of the
local population in the exhibition process uniguibrough the specific aim
on the current and acute needs of the Le Creusoimemity and the
straightforward social agenda the museum was -stilhés — an important
source of inspiration for museum professionals dwide (Davis 1999,
67).

A victim of modernity

The community of Le Creusot played an essentia inolde Varine's
and Evrard’s ecomuseum. But how did they define ILiee Creusot
community? What kind of community did they think Ceeusot was? The
answer to that must be that they saw the Le Creagsotunity as a victim
of modernity and its globalizing dimensions. Thegple of Le Creusot had
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relied economically, socially, maybe even psychigally on an industrial
imperium that had defined the region’s identity ceinthe eighteenth
century. The downfall of this regional superpowetria motion the social-
economic decline of the whole region. De Varine &wdard spoke of an
economic paternalism that had to be overcome. Atbuagh de Varine
stated that he wanted the Le Creusot community [to]Jove from
paternalism to modernity” (Debary 2004, 126), it safe to say the
economic dominance of the Schneider industrial digniself was a prime
example of modernity. The sudden step from a dyHast still early
modern, parochial world into new social and ecomorstructures
dependent on all kinds of global developments, avakift, to use Anthony
Giddens’ terminology, from maybe not even high nmodg to late
modernity, (Giddens 1991).

In his influential writings on the effects of moddy on social life,
Giddens understands globalisation as part of mdgerstating that
modernity is largely defined by the interconnectidbetween the two
extremes of the global and the local (Giddens 19%ithough other
scholars like Gerard Delanty — who has written othbcommunity and
globalisation (2008) criticise Giddens for thisigis on globalisation and
claim that modernity is a result of ever expandgigbe encompassing
processes and trends — thus ending up in a “chiokéhe-egg-dilemma”
—, many common elements in-between globalisatiah mndernity may
be observed here: both have a disrupting influeonelocal social
structures and transform conceptions of spaceiarel Delanty states that
next to causing a transnationalisetion of the warlttket, “globalisation is
as much about the search for community” (Delant9®@®B2). Moreover
Delanty and Giddens agree on the fact that glodtadis - whether
globalisation is part of modernity or the other waround - increases
feelings of uncertainty and that the world has beegaradoxical and
directionless. The processes of change that mdgleanid globalisation
entail produce feelings of insecurity and anxi®@gcause modernity and
globalisation cause social and economic structtodsecome very fluid
and open to continuous change, the danger of caftea loom on the
social horizon (Giddens 1991, 184) . This constaogsibility of crisis
gives rise to general feelings of uncertainty taat not be stowed away as
far as possible, not even on an individual levati{tens 1991, 184).

These feelings of insecurity caused by the effeftenodernity are
often linked to the concept (and lack) of communiBynce the birth of
modernity social thinkers have been worried abdut decline of
community. The fast pace in which modern develogmérok place and
the emergence of a rationalised and individualisediety would have
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entailed a disruption of the continuity of the gdife of traditional (pre-
modern) communities (Delanty 2003). Feelings of ecsity are
associated with this decline of community, as comahulife would

provide people with clear daily routines, heavitgteedded in long-lasting
socio-cultural traditions and attached to a fixentity. Community,
therefore, is about “[s]eeking safety in an insecuorld” as Zygmunt
Bauman shows (Bauman 2001).

Providing a sense of safety, that is what the Leu€ot-Montceau
Ecomuseum project is about. The Le Creusot communid to be
safeguarded from the excesses of modernity andeh@reusot-Montceau
Ecomuseum attempted to counteract the social-ecicneaid caused by
the sudden de-industrialisetion of the area. Ineprtb cope with the
challenges of a modern, globalised society the teu§bt community had
to be empowered by using the past, “with its susegsind its disasters, as
a way of discovering a new future” (de Varine 1998)return to the
region’s history and its traditions would providetcommunity with the
tools and the identity needed to be secure in secure world.

It is hard to tell whether the Le Creusot museumeexnent succeeded
in reaching those goals. Most of the credit de Mamnd Evrard received
from other museum professionals, applauding theécaess at involving
the local community in the museum’s organisetioavi® 1999, 66-67). It
remains unclear, however, whether the museum #&gtgalcceded in
fundamentally improving the region’s morale and pamng the
community for a post-industrial economy. Anthrogptt Octave Debary
claims that the museum’s main influence was felttle collective
mourning process following the disintegration oé tindustrial economy.
The museum assisted in that mourning process, whiexemplified by
the 27,400 visitors of the grand Schneider extuhitin 1990: finally the
Schneider family itself became a museum exhibitlsylizing a past that
would never return and that now could be forgotteiterally: nowadays
the museum is a more or less conventional ecomusieainseems to have
stood still in time and has become a museum off.itsEhis may be the
museum’s real success: it has succeeded in becarsélgss and deserted.
The museum ended up being abandoned in turn, lgarity the objects
behind as sole keepers of the remains of histgBebary 2004, 131).
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Brooklyn Museum - a global community?

In 2005 the influential internet entrepreneur TinREllly wrote a
seminal article called “What is Web 2.0?” (O’'RgiR005). In this article
O'Reilly observed that a change was taking pladhénorganisetion of the
world wide web and in the way producers and conssmere relating to
each other. In the words of the renowned socioldgsnuel Castells: the
balance of the interacting and the interacted vestructured (Castells
2002, 406).) Instead of the traditional one seridenany-receivers
communication - where the one sender normally wéselch multinational
corporation, a national government or a large bcaatbr - users and
consumers were now able to speak back to sendgrthem know their
personal preferences and inform other users anduceers about their
experiences and opinions. With the arrival of GepgBay, Wikipedia
and Amazon an “architecture of user participatiai@s designed in which
“users added value” to the product or the expedef@'Reilly 2005).
Moreover, many users started communicating withheatber, ignoring
the traditional senders of information by startitgir own information
networks such as blogs, facebooks and peer2peeornkst In short, web
2.0, also called the social web, can be charaettrias egalitarian,
participative, democratic and social. The web fioms as a democratic
platform where anyone can create, criticise andsgorwe their own and
each others content. It is a non-authoritarianugirtenvironment, non-
local, and potentially even global, by and for geogho want to share,
and therefore a virtual community. The social weskes it possible for
people, due to its technological design, to indtidnd participate in
conversations about any chosen topic. Instead stfgonsuming content,
people are able to actively participate in the pmtithn, distribution and
reception of content, with the result that an awiroical number of virtual
communities have emerged around any thinkable topic

Nina Simon, a now very influential museum consultiias embraced
web 2.0 ideology, began her own weblog “Museum 2184 has become a
much sought-after keynote speaker. Simons goal iss¢ the typical web
2.0 elements, such as user participation and ictieraon a open-source
platform, in both virtual and non-virtual museumttisgy in order to
stimulate visitor participation to encourage actiggscourse amongst
visitors (Simon 2007, 257). To achieve this goakeums could obviously
begin to use all the digital and virtual applicasathe social web offers.
However, Simon’s advices is to implement the orgatidnal principles of
the social web into the museum itself. What peaple do on the website,
they can do on site in the physical museum toansde be her credo. The
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potentials of web 2.0 can be applied in real lfhe says (Simon 2007,
262).

Level 5 .\ Collective Social Interaction with Content
we in

museum

Level 4/ me-to-we Individual, Networked, Social

in museum Interaction with Content

Level 3 me and me and me Individual, Networked
/ and museum Interaction with Content

A\ Individual Interaction
with Content

Level 2 me and museum

Individual Reception
of Content

Level 1

Figure 6-1: A Hierarchy of Social Participation Bdson Web 2.0.
As seen on www.museumtwo.blogspot.com

Simon advocates user participation in exhibitiorsigie by letting
visitors exhibit their own objects, letting themratitty comment on
exhibited objects (through new media or simple {rlotes) and stimulating
social interaction among visitors and museum pgeifegls. To reach
substantial user participation, Simon proposes erahthy of social
participation that a museum could follow in orderéach a higher level of
visitor involvement (see figure 1). Level 1 is thraditional museum
model, in which the museum speaks to the visital e visitor cannot
speak back. The following levels represent increagpossibilities for
visitors to interact with the exhibited content asalch other about the
exhibited content, until level 5 “we in museum”siors are regarded and
behave themselves as a collective reflecting orexthébits, communicating
with museum professionals and interacting with ptimiseum visitors.
For this, both online as well as on site techn@sgian be used, resulting
in a museum community that interacts in a virtualimnment, as well as
in a physical museum.
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There are several examples of museums that haveeeded in
creating their own museum community consisting ebgle from all
around the world. One of the most well known exaspk the virtual
community of the Brooklyn Museum in New York. As art museum the
Brooklyn Museums mission is to be a community amgltor centered
museum, acting as a bridge between the collectiwh each visitor's
unique experience and “[a]ims to serve its divgrablic as a dynamic,
innovative, and welcoming center for learning tlgiouthe visual arts”
(Caruth & Bernstein 2007). Observing social deveiepts on the
internet, the museum decided to extend its onlativities and to build an
online community within and around the museum waltabracing social
web technologies and applications.

The museum manages to include its audience in thseum’s
exhibitions and activities by integrating FacebodHijckr, Twitter,
Wikipedia, blogs and podcasts in its online comroation. The Brooklyn
Museum Facebook group counted 26,000 members iefber 2010 and
in the same month the Brooklyn Museum had 2,506kFkEontacts, next
to 128,000 followers on Twitter. Recently the musewon three
“Museum and the Web 2009 Best of the Web Awardsthim categories
Best Overall, On-line Community and Exhibitions (84ums and the Web
2009). Moreover, with these web 2.0 applications Brooklyn enables
online visitors to interact with the museums cdltat and exhibitions, to
share personal photos and artworks with otherd@gdre direct feedback
to the museum activities. The museum tries to nedgo its members as
much as possible and stimulates active participatioits audience. “The
museum must fully commit to being in the commuratd offer content
that people care about. When creating a platfomdicussion, it must be
sure to listen to what visitors have to say anghaed when necessary”,
according to the Brooklyn's Chief of Technology $éne Bernstein
(Bernstein 2008).

An important aspect of the Brooklyn Museum’s vittaammunity are
its 1stfans. 1stfans pay $20,- per year after whichy are able to
participate in special events held at First Satysdat these events 1stfans
get to meet artists, museum employees and theg@a&neate exhibitions
and works of art with them. Another important elemef the 1stfans
project is that people get the chance of meetihgropeople with similar
interests. As Nina Simon expresses during an iigerwith Brooklyn
employees Will Cary and Shelly Bernstein: “1st faan attempt to turn
the impersonal engine of museum membership intelaionship-based,
community-centered interaction for two specific ews audiences.”
(Simon 2009). These two audiences consist of tbhelpeactually attending
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at the First Saturdays and members of the onlinkmedia outreach, the
Brooklyn’s virtual community.

Le Creusot’s and the Brooklyn’s communities compare

As a virtual community, the Brooklyn’s online comnity differs at
certain points from Le Creusot’s community. Thetfiobvious difference
is that a visitor's contact with the museum’s cdfiien for the great part
takes place on the internet. Hence the physicakobbplays a less
important role and the boundary between “real” anidual” diminishes.
Where de Varine states that the object, the “rbaigt, provides an
antidote which enables “the man in the street” b yp with “economic,
social, political and cultural alienation” causegy ta two-dimensional
world of comic strips and television” (de Varine 789 134), Castells
argues that all real reality is virtually perceivadd that there is no
separation between “reality” and symbolic represgéon (Castells 2002,
401-403). “Thus, when critics of electronic mediaywe that the new
symbolic environment does not represent ‘realitiygy implicitly refer to
an absurdly primitive notion of ‘uncoded’ real erpace that never
existed.” (Castells 2002, 404).

Another difference is that at Le Creusot's commytiie preservation
of the collective was the first imperative. De \faristarted at the needs of
the community and then figured out what was bestHe individual. The
Brooklyn, on the other hand, takes its first comityusteps in a globalised
and virtually mediated world consisting of numerandividuals and then
proceeds towards the formation of a community. Tdderesponds with
Simon’s model of social participation. Simon stavtth “Me” and only on
the last level “Me” is totally replaced by “We” (Bon 2007). When
O'Reilly reaches his most communitarian positionewhpraising the
“architecture of participation”, he continues emgimg that collective
value and knowledge is an automatic byproduct @ffigh” interests.
Sharing of knowledge is a result of the design ebv2.0 software and
web applications - hence architecture of partiogpat and not a result of
community volunteerism.

The difference between the two types of communitight be
understood by the dichotomous distinction betwethin® and “thick”
communities (Delanty 2003, 171; Turner 2001, 2%.\farine’'s museum
community can be seen as a thick community in wkiiehmembers share
much with each other, often on a face-to-face bdsisa very long time.
The Brooklyn’s virtual community, on the other hamdn be seen as a
thin community, based on loosely organised netwooksnumerous
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individuals, who can be separated form each othepace and time. The
sense of belonging is based on shared interestmiadds of communication
and due to “[t]he strong emphasis on the self [hef¢ is a weakening of a
commitment to others” (Delanty 2003, 184). On the band these virtual
communities stimulate inhibited discussion betweawnltiple strangers
who have multiple weak ties with other strangefise Eost, on the other
hand, is the “[h]igh mortality rate of on-line fridships, as an unhappy
sentence may be sanctioned by clicking away theextion - for ever.”
(Castells 2002, 389).

The thick-versus-thin distinction enables us toarsthnd the differing
stances on the effects of globalisation. A thickmownity, as Le
Creusot's, is referred to by Zygmunt Bauman adaséty knit community”
(Bauman 2001). Closely knit, or thick communitiesnsist of members
sharing a long mutual history and intense inteoaictits members are born
and will die in the same place and expect to likeirt lives in the
proximity of more or less the same people. It ssthcommunities that are
mostly suffering from the disrupting influences gfobalisation and
modernity. In such a context “decline, “demise™eclipse” of community
are often heard phrases (Bauman 2001, 48). ThekBros community,
however, amongst other virtual communities, emerfyjech an already
globalised reality and instead of attempting to usec it from
globalisation’s influences, it makes use of it ajgpases and technologies
to bring people together. In contrast with the lreuSot community, these
people freely choose or leave the Brooklyn comnyuaitd the decision to
join the community is motivated by specific intdeethat were developed
beforehand: interests in social media and art. This also explain the
striking difference between the attitudes towardmowrcialism and
modern marketing techniques. De Varine, for examatiopts a more or
less socialistic position when stating that the womamity museum
“[s]hould not at any price be party to the treatimainculture as a market
commodity;... it must refrain from commercial ptiees and from
collusion with the world of finance.” (de Varine 2, 143). O'Reilly on
the other hand judges the world of commerce morkllynand even
incorporates business models in his system, justea8rooklyn Museum.
Although it states that community is much more img@ot than marketing
(Caruth&Bernstein 2007), it embraces novel markgtacthniques in order
to construct a community. In other words, for deria commerce and
marketing are by-products of modern globalisatibat they enable the
Brooklyn Museum to dynamically fulfill its mission.

In conclusion, we have to nuance the distinctiomenaetween the Le
Creusot community - thick and reactive to globdima - and the



146 Chapter Six

Brooklyn’s community - thin and a result of and réffere embracing
globalisation. The Le Creusot-Montceau ecomusessifitvas related to
an international movement of initiating communitgvelopment. De
Varine argues that the development of the Le CiteMemtceau
community museum took place in an internationalvoek of museum
professionals (de Varine 1993). Also the statentbat the Brooklyn's
virtual community is a result of globalisation che nuanced. Of course,
the international digital network around the BrggkMuseum would not
have been possible without the internet and itgabaonedia, but at the
same time the Brooklyn’s virtual community is megrdirected at the local
population of Brooklyn itself. Most of the virtuabmmunity’s members
come from Brooklyn and use the museums virtual canitg as a means
to come into contact with other art lovers or tarhelved in the museums
activities (Bernstein 2008). The transformatioraaflobalizing medium in
a stimulator of local can supplement face-to-facatact and encourage
organizing around common agendas for action. ‘ft geovide a powerful
new channel for connections among people alreadgdi by residence or
engagement in a common organisetional frameworkCalhoun 1998,
381).

Conclusion: Constants of community

In the above | stress the main differences betwkerLe Creusot and
the Brooklyn community in order to exemplify theffdient stances
toward globalisation. What should not be forgothene, of course, is that
Le Creusot started in an era when the web did xist get. The difference
is that de Varine's concern was the well beinghef community with the
museum as means to that end. For the Brooklyndherwnity is a means
to promote its own well being, to put it a bit cyally. However, it should
be added here that there are a few common chaslicterthat can be
observed when people use the term “community”.

Firstly, although he stresses that communitiestdrismany forms,
Delanty also mentions that all communities have oommon concern:
belonging. People become part of a community agansto become part
of a greater collective or to come into contactwvather people who share
the same interests. With Le Creusot this conceth belonging is clearly
visible. De Varine and Evrard initiated the comntymuseum in order to
boost the regions confidence, by making clear itsahhabitants not only
lived in an economy but also in a culture with d@que history. And
although the sense of belonging is less obvious thi2 Brooklyn’s virtual
community -a cynic might even say that it is albabmodern marketing
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(Caruth & Bernstein 2007)- a post-modern and irghied version of

belonging can be ascribed to the Brooklyn’s comityumiembers. “In this
case what is stressed is less community consisfitigs and obligations
than community in terms of constructing identitigRelanty 2003, 182).

The Brooklyn’s community members use this membershiexhibit their

own personal tastes and maybe even their identitiegathering round the
Brooklyn Museum.

Another similarity is that “community” is often mffed to as
something that has been lost, and that has to dmveeed. Besides that
“community” is often used in opposition to the aarity of a central
power, like the nation state, or to modern socidkenmena like
industrialisetion, individualisetion, commerciali®® or globalisation.

These notions of community can be seen at botk #rid thin (virtual)
communities. The community museum of Le Creusotospd the
traditional authoritative power of the all-powerftlirator and the elitist,
exclusive art museum. Initially a sense of losscommunity due to
industrialisation and individualisation is embedd¥@tual communities,
in their turn, oppose to all-powerful website maters and commercial
software corporations like Microsoft. “...a singl®nolithic approach, is
no longer a solution, it's a problem.” (O'Reilly @8). We might say that
people in virtual communities try to recover soraase of community that
is lost in everyday life, or as an antidote to #ronymous, individual
character of the Internet. Communities also proedeeling of belonging
to a larger collective. Also in this case the deiMas community museum
and O'Reilly’'s web 2.0 show some similarities. As darine thought that
the community museum had the task of improvingstirese of collectivity
among the people living in a community, he also asaare that it should
imply something more and deeper than a group oplpewho happen to
be living in the same place (de Varine 1993). Aasl O’Reilly has it, that
an essential part of the social web, on the otrerdhis “harnessing
collective intelligence, turning the web into a dimf global brain...”
(O'Reilly 2005).

The third constant of community can be found in flaet that
participation, democratisation and egalitarian tretes play important
roles. At Le Creusot, for example, inhabitantshaf tegion were invited to
actively participate in the museum’s activities.eyYhwere able to “co-
curate” exhibitions, their own personal possessibesame part of the
museum collection and the museum curators had tavely with their
traditional cultural authority. The same can beeobsd in the Brooklyn
Museum. Visitors are invited to let themselves beard; museum
employees, using social media applications, trybéoas accessible as
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possible and the organisetional aspects of curatingexhibition and
preserving a collection are made transparent.

A striking fact is that all these common elemenighnbe perceived as
positive. Despite increasing individualism “commiyhiis good. As
Bauman says: “Words have meanings: some words, J@walso have a
‘feel’. The word ‘community’ is one of them. It flsegood: whatever the
word ‘community’ may mean, it is good ‘to have aroaunity’, ‘to be in a
community’.” (Bauman 2001, 1). This may be onehaf main explanations
why community practice and policy have gained sempopularity in the
museum world over the last few decades. Commundféey museums
convenient target groups and at the same time itoisvenient for
museums to call their target groups communitiesti@nwhole, its seems
that “community” could become a “feel-good” synonyar any kind of
group that exists inside the museums reach. Contypnimithe ultimate
concept to unify a museums mission with its marlespecially in a
globalizing world, in which fears of alienation aadonymity still prevail.

However, it remains important to clearly define wha cultural
institution as a museum understands as a commubitferent concepts
of community may result in different museum policiand different
stances towards influential phenomena as globalisain the above we
have encountered two museums that are lauded &&r dtommunity
approach and are deemed to be leading examplesarf gommunity
policy. However, when confronted by globalisatidrturns out that there
are fundamental differences between their respediiterpretations of
community.

What can be learned form these examples is timhiit enough just to
claim that a museum is involved in community depetent and
community policy. Especially in the case of suchrdluential phenomenon
as globalisation, museums have to be aware of tbfoynd differences
between various community interpretations. And, iobsly, different
community types may and do have contrasting reastio globalisation.
Finally, museum community policies turn out to leicusly determined
by the choice of definitions and interpretations thie concept of
community that are used. “Thick” community defioits may lead to a
policy of safeguarding a community form from what Warine considered
the disrupting effects of globalisation. “Thin” camnity definitions, on
the other hand, tend to more loose community amhes and a more
relaxed attitude toward the effects of global infiation technologies.
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CHAPTER SEVEN

THE POINT OF DEPARTURE
MIGRATION MUSEUMS INEUROPE

HELENE VERREYKE

I ntroduction

With the growing number of people moving acrossdeos and the
related social issues on integration and natiodehtity, there has also
been an increasing interest in migration proceBsggeneral and also for
migration heritage. An interest not only in thetsases and personal
belongings of Europeans leaving for new destinatidyut also for the
heritage of the immigrants who have settled intoolRa. New migration
museums and related research centres have beep, selhere people can
learn about migration history, about the motivasiavhich drive people to
leave their homes for new destinations or track thandering ancestors.
Immigration museums in North America, Canada ancstralia were
recently joined by new counterparts in Europe, litee Deutsches
Auswandererhaus Bremerhaven and Ballinstadt Dasvandermuseum
Hamburg in Germany and in 2012 the Red Star LiReople on the Move
museum will open its doors in the harbour of AntpyeBelgium.

In 2007 an issue ofMuseum Internationalvas devoted entirely to
migration museums, in the light of the upcoming ripg of the Cité
nationale de I'histoire de I'immigration (Nation@lentre for Immigration
History) in Paris, France. In the editorial of thésue Isabelle Vinson
remarked that the assembly of this research onatigr museums has
shown that these museums can help to deconstrgettine perceptions
about the role of migrants in contemporary societi8he states that
because of this interaction with society these mmme and research
centres on migration are dynamic institutions. theo words, migration
museums have the opportunity to act as a forumimwisociety, where
contemporary issues related to migration can heudsed.
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In this contribution, | would like to take a closéwok at these
migration museums or centres and reflect on the toey can play in
creating understanding of the difficult issue ofgration and moreover,
what this migration heritage on display might conver the different
visitors. This heritage will mean one thing to ttwaurist interested in
tracing his or her wandering ancestors and havéhanmeaning for local
people or immigrant communities. It is a usefulreise to deconstruct the
concept of the migration museum, because althotudghsa glance they
might all look the same, simply museums focussing roigration
movements, they can take on many forms.

Fig. 7-1: Ellis Island Immigration Museum

On the one hand, there are the immigration and ratiidgn museums,
which are dedicated to the transatlantic migratorgvements of the
nineteenth and first half of the twentieth centirjese museums are often
located at heritage sites, set up within restotedage rooms of former
shipping companies or in a new building but locattdhe docks where
once the ships departed for new destinations. ©rother hand, there are
the migration centres, focused on past, recenpagsknt-day migration in
general, which are not necessarily located at miainsites and are - like
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in the case of the Cité national de I'histoire d@mrigration in Paris- not
even called museums as such. Moreover, the peirgpeat migration
museums naturally depends upon whether the coumtguestion was a
point of departure or a destination. The emigratiomseums in Europe
highlight European emigrations of the nineteenthll aarly twentieth
century and focus on the reasons why people left ttome countries and
house the heritage of the former migrants, whosestors now live in
faraway destinations. Migration museums in destmatountries like the
United States, Canada and Australia, on the otlnedl Focus on immigration
in the nineteenth and early twentieth century, ttaliing the story of the
diversity of their own present-day population. Agnaition museum like
the Cité nationale de I'histoire de I'immigratiomcluses particularly on the
immigration history of France, up to present timalsp tackling current
issues related to immigration, integration and ewational identity. It is
clear that the location and focus of the migratismseum determines the
types of stories that can be told, which influenitespossible civic role of
the museum and also determines the meanings soulsaum can have
for its visitors, whether transnational or local.

Past migration at places of memory

In the type of migration museum which is linked adheritage site,
migration is commemorated at tangidleux de mémoiresThis direct
relationship to place adds a unique dimensiondéantigration museum, as
most museums are repositories of objects far rechénem their original
setting. These “sites of memory” focus on this @mtion between
heritage and place. The sites embody the tangéteins of the past, as
well as the non-material heritage. These migratimarseums linked to a
place of memory are in the first place memorialsno§ration for the
million of emigrants who set out for a new life.él'pbrimary objective of
these museums is to tell the stories of peoplehenntove and to house
migration research centres, where visitors canktridmeir wandering
ancestors.

History is always a part of our present, so thessaums naturally tell
something about present-day society as well. WHen Ellis Island
Immigration Museum was set up in 1989 in New Ydiey wanted to
convey the site-specific story of Ellis Island imetbroader context of
immigration history (Pardue 2004, 25). In a wayisHkland has become a
symbol for the melting pot that is American socitggay. This symbolic
function has raised some eyebrows since the $nictigration Laws were
very selective and not everybody passed througis Eland. Barbara
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Kirshenblatt-Gimblett (1998, 177-187) remarked tlatentually more
tourists will pass through Ellis Island than hawerepassed immigrants.
But setting aside the scepticism on the Ellis ldlammigration Museum,
its popularity has initiated the development of rewigration museums in
Europe, which are proud to be the counterpart & thuseum in New
York.

The Deutsches Auswandererhaus Bremerhaven (or @eEmégration
Center) opened in 2005. The formula proved to lmeessful, resulting in
the European Museum of the Year award in 2007.rTdpgroach is to let
present-day visitors literally relive the journeysthe emigrants of more
than a century ago through a real experience, rgalée of reconstructions
of the docks, the ships, mannequins and the offafethe Ellis Island
Immigration Station. To make the testimonies of nafign more personal,
biographies of real emigrants make up the core haf é¢xhibit. All
information is based on real facts and is set & Historical, social and
economic context of emigration from the nineteettththe twenty-first
century.

Fig. 7-2: Deutsches Auswanderer Haus, Bremerhavemany

The visitors start their journey in the waiting Ih@lst as the emigrants
did before departure. Then, they are guided aldmy wharf, where
“passengers” are waiting to aboard the ship and faegwell to their
family and friends. While wandering through the e of mannequins,
visitors hear different languages, becoming awardhe international
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character of the travellers. After walking up tlengway into the ship, the
visitor comes into The Gallery of the 7 millionsart of an archive, where
the motives for emigration, like economic misfoumnd upcoming
nationalism, are elaborately explained. Here, tlsitor can meet their
alter ego for the trip, a real life character whas Imade the journey him or
herself, their personal remarks can be trackedugirathe magnetic card
each visitor gets at the beginning of the museusit. \After the historical
background given in the archive, the visitor isetalon board, to the cabins
of the third class passengers. The ship is irf isssbrt of a time machine, as
with each cabin the visitor is taken a chronologstep further, from a
sailing ship to a steamship, to the most recentehnaith more luxurious
features like running water. The final stage irs ttiieatrical setting is the
arrival at Ellis Island, where the visitor passkstigh the offices of the
immigration station, answering the standard quest@n immigrant would
have had to answer at arrival, through the usd@fmagnetic card. After
being processed at Ellis Island, the visitors edeiito a room where the live
stories of the former passengers in the New warid, their descendants, are
put on display. The endpoint of the voyage is aemia, where Ciro
Cappellari's “Welcome Home” is on show, a documpntabout six
generations of emigrants, their hopes, dreams &periences. These final
two rooms draw the stories of the past into theqme

SCarttered

A1) over the work

Fig. 7-3: “Scattered all over the world”. Part d¢fetdisplay at the Deutsches
Auswanderer Haus, Bremerhaven, Germany

With clever evocations of the quay, the cabins Hred Immigration
Centre at Ellis Island and clear but personal migion about the emigrants
and the conditions of migration, the Auswandereshaucceeds to raise
awareness on the phenomenon migration. After pastinough the
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experience, the visitor gets the general idea thedple migrate for
different, sometimes pressing reasons caused bglitieult economic or
political climate in their home countries. The t&righ paired with leaving
home, the ordeal of the journey and the harsh wistances of starting a
new life in the place of destination are all ilkaded. The visitor gets this
message without having to make too much of an gffathout having to
read too much text. Much of the information is givey audio fragments
and the reconstruction of the quay, the ship amditimigration station
gives additional visual information on the journéythe compartments of
the ship for instance, sounds and visuals are atidethke the experience
as real as possible, such as the video’s of tHmgolvaves of the ocean
behind the port holes, which gives the illusionredlly being at sea. As
Hermann Schéfer (News Deutsches AuswandererhauseBnaven 2004,
6), president of the Haus der Geschichte der Buegablik Deutschland
and chairman of the board of the German Emigraflenter puts it: “We
want to arouse their personal feelings and makeoryisexiting.” The
judging committee of the European Museum of therYaaard of 2007
praised the emotional conveyance of historical sfaoy means of a
theatrical layout, and the scientific adaptatiod presentation of the topic
(News Deutsches Auswandererhaus Bremerhaven 2D07, 3

Fig. 7-4: The future Red Star Line museum in Anfwes designed by Beyer
Blinder Belle architects
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In 2012 Red Star Line - People on the Move will oje the harbour
of Antwerp, a new museum incorporating the threeaieing warehouses
of the Red Star Line transatlantic shipping compdihe goal is to bring a
multilayered story about human migration, from ttieeteenth century up
to present times. By reviving the migration stoffytiee emigrants who
passed through Antwerp, the museum hopes the wisitb learn more
about why people migrate and about the complexithaspitality and
exclusion (Vanhautte 2008, 18). So the aim is tb andy to show the
migration history related to the Red Star Line piig company in
Antwerp, but to expand the story to issues relébechigration as a whole
and to create an understanding of the complexityigfation.

Migration heritage as a means of civic action?

Here we touch upon the possibilities of the mignatmuseum to have
a civic role, to raise awareness on cultural dityerto enable communities
to feel an integral part of the nation, to help pecto understand more
about migration today and to explore the signif@amf the migration
experience and the resulting cultural diversityhafir country or continent.
In the last few decades, a lot has been said oaneintyg the civic role of
the museum in general, on the way in which heritagebolises community
and the role of museums in community developmenbv@ke 2006, 170).
When browsing through museum discourse of the fifagtyears, from
international museum organisations like the AAM dGDM, it is clear
that the focus has shifted gradually from the abjewards the visitor.
Storing, studying and showing objects is no longeneans in itself, the
museum has an obligation towards the communitysetwe society. In
other words, there is a strong belief in the musesran institution to
resolve some of the difficult social issues of presiay society.

In the cosmopolitan cities in Europe, where multiric communities
live together, there has been a pressure to ge@&ter recognition to local
and community histories of immigrants. Migrationnties focused on
recent immigration groups have taken up the chgdleand try to use
heritage and museum activity as a vehicle for irgtéégn. In relation to the
Cité nationale de I'histoire de I'immigration in athe historian Gérard
Noiriel (2007, 13) stated: “In fact the CNHI hasvdied itself to the task
of altering attitudes towards immigrants, all thiiler contributing to their
integration within French society. In other wordsis memorial project
hinges on a wager that culture can be a meanyiofattion.”

In destination countries the link between migratiostory and raising
awareness of the complexity of migration issueohsious, since the
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present population is in large part the resultasgtpmmigration. As Diana
Pardue (2004, 23) of the Ellis Island Immigrationusdum puts it:
“Museums and cultural organisations are in a unigosition to facilitate
political change — it may not be immediate, butea& engage people to
consider diverse viewpoints and affect politicahiope.” Padmini Sebastian
(2007, 153) of the Australian Immigration Museunofshe opinion that:
“museums must play a proactive role to foster respad understanding,
and to educate and inform citizens about the benefi diversity and
difference.” To realise this inclusive participat@nd collaborative model
the Australian Immigration Museum brings the migraommunities into
the museum through its Community Connections progran annual
program of exhibitions and festivals by and for toenmunity (Sebastian
2007, 158).

In Europe, where difficult social issues relatedréeent immigration
are increasingly at the top of the agenda, the bekween migration
museums and their possible civic role in raisingdarstanding for
migration processes has been made. In the Deutgulesandererhaus
Bremerhaven the visitor can visit the Forum Migratiexhibition room,
where the focus is set on the topic of current glabigratory movements
in general and immigration in Germany in particularthe forum, people
can also search the database of Ancestors.commfigraed relatives and
view the original scanned-in documents on the wiebBiehind the Forum
Migration is a team of researchers, with which thaseum wants to
establish itself as Europe’s leading centre on gemo migration (News
Deutsches Auswandererhaus Bremerhaven 2004, 3)-diuen Migration
exhibition room in the museum has a very cleangihesvith computers to
trace your ancestors at one side and some figurdsfacts on recent
immigration on the other side, in the form of play§ames and quizzes.
However, after the “real life” experience on theckiyy on board the ship
and at Ellis Island, the clean Forum Migration dé&iion room has
difficulties evoking the same emotions and persamallvement.

In the temporary exhibition space more contempoidoyies about
migration can be told, like “The flight after thivdd. New Orleans. The
city left behind”, an exhibition on inland migraticcaused by the events
after hurricane Katrina devastated New Orleand. ¢fahe exhibition was
Jana Napoli’s installation Floodwall, showing a M@l drawers the artist
collected in the abandoned houses of New Orleart®e German
Emigration Center also interviewed people from Nedeans about their
lives before and after Katrina. In the exhibitidestape. Seven paths into
Germany 1980-2010", the focus was set on the palspartraits of
refugees from Dagestan, Togo, Iran, Cameroon, fuakel Sri Lankawho
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all live in Bremerhaven today. By focussing on whgy left and how they
ended up in Germany, the German Emigration Centartsvto draw a
parallel between the emigration of the seven mmillieople who departed
from Bremerhaven between 1830 and 1974 and thestof the present
refugees in Germany. In BallinStadt Das Auswandeuseum Hamburg a
link with the neighbourhood was made by organizngexhibition on the
Eastern European and Turkish immigrants from thddéé quarter, where
the museum is located. The future Red Star Lineeepke on the Move
museum wants to reserve place for the more contemnpatories of
migration as well: “It will be a place of remembcan experience, debate
and research into international mobility, both pemtd present.”
(http://www.redstarline.be). So, emigration museuake up the challenge
of tackling issues related to recent immigration.

Migration heritage and tourism

Now we have to consider the economic motives aagtssible return
from tourism attached to the heritage migrationtieen that focus on
migration in the West in the nineteenth and twehtaenturies. When the
Auswandererhaus Bremerhaven opened in 2005, theeumuswas
promoted as a new and interesting tourist destinafor Americans. To
announce the new museum an introductory exhibitdout German
Migration was held at the Ellis Island Immigratidtuseum. The aim was
to create a new facility for cultural tourism, angi at attracting over
200.000 visitors per year (Storhaug 2005, 8). Thekst is as important to
take into consideration as the ideological missadnthe museum. As
Stephen Weil states (Weil 1995, xvii):

“Whereas almost everybody understands that the umusiat wholly
ignores market considerations may lose the meassingve, it ought be
equally well understood that the museum that taompletely away from
considerations of mission may no longer have arasae to survive.
Market and mission are the two ends of a spectrum.”

But in the case of the migration museum, the taageliences for the
mission and market end of the spectrum can bediggyse.

Tourists, visitors, communities?

Now, what do these different types of migration ewrss mean for the
various visitors? How do the tourist, the localiteis the ancestor or the
member of the transnational community relate toratign heritage? First,
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let us consider the immigration and emigration masethat focus on past
transatlantic migration. As already mentioned, ithenigration museums
commemorating past population influx into their oeountry tell a story

which many of their visitors can relate to. As Kiesblatt-Gimblett (1998,

180) remarked on the Ellis Island Immigration Museall Americans are
incorporated into the “master narrative of immigrat. The museum

addresses not only the descendants of the immgrant all Americans

who have experienced the American dream.

The place of memory and the personal stories helfo uelate to the
immigrants, almost creating a link between two ownits, creating one
transatlantic community. As Delanty (2003, 2) say@nmunities can be
based on ethnicity, religion, class or politicshifi” or “thick” attachments
may bind the communities, which can be local asl waselglobal. The
migration museums call upon our sense of globalmonity, based on
only a few shared characteristics. Within migratimaseums located at
heritage sites, visitors are invited to place thadividual family history in
the larger context of migration. At Ellis Islandeqple are encouraged to
participate in the Ellis Island Oral History Prdje€he American Family
Immigration History Center provides computers whereisitors can trace
their family arrival history through the New Yorlatbour passenger list
database. The Wall of Honor, in which family nancas be engraved, is
another invitation for visitors to see themselveart of the historic site
(Pardue 2004, 26). By telling the story of pastnatign movements, the
migration museum relates all visitors to migratioeritage and tries to
create an understanding of the reasons why peopledraway from their
home country, and more importantly, why they sdtésewhere.

Migration museums that focus on more recent imntigmahistory,
like the Cité nationale de I'histoire de 'immigiat, have a very different
emphasis. Although this institution also tells tistory of the very diverse
groups who entered into France for different reasdnis less a story of
people on the move, than a story of the destinaimhthe outcome of the
integration of these new groups into society. Tast and recent history of
people moving into France naturally raises questadyout the multicultural
society and national identity. But what really s#is type of national
migration museum apart from the migration museumstransatlantic
migration, is the question of representation. Aioral immigration
museum exhibiting the heritage of immigrant grogpsates a place for
their heritage, but at the same time sets it ajpam what is considered
national history in general. By telling immigratidnstory through the
personal stories and belonging of immigrants, thiseum wants to “alter
attitudes towards immigrants and contribute to gragon”, as Gérard
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Noiriel said (Noiriel 2007), but unwillingly it setthe immigrants’ heritage
apart. In this way, the heritage of immigrant greusg used for the civic
goal of creating mutual understanding in a multimal society, but by
putting the immigrant heritage on display, it isl&ed from the general
national history.

Through the stories of past migration movementgjration museums
try to create awareness of the often difficult einstances related to
migration, thus fulfilling a civic role. Migratiomuseums which handle
immigrant heritage have a second dimension, naroklgxhibiting the
culture of immigrants and of their descendantssimgi questions of
national and community identity, of representationl of in- or exclusion.
An even more complex situation is when emigratiamseums in Europe
want to address questions on more recent immigratithux. Besides the
story of the emigration of one group, which canateea general
understanding of migration as a phenomenon, aksdntimigration history
of other groups into the country is to be told, ethintroduces questions
of representation, national and community identitysum, it is important
that at the point of departure, all migration mussumust evaluate their
position. Which migration stories are going to bkl t what questions are
raised by the migration heritage and what goalssatefor which public,
tourists, the general public, or immigrant groups?

Conclusion

The interest in migration processes and migrati@mitdge have
resulted in new research centres and migration mmseén Europe. The
objectives for starting a migration museum can keyWiverse, from
telling the stories of past migration movementsniarketing strategies to
attract American tourists in search of their ammestCity development
can also be an additional motive to start up a onusi& a harbour quarter.
Finally, ideological goals such as raising awarsnafsthne complexity of
migration processes, creating mutual understandingng citizens in an
increasingly multicultural society and putting nagon on the cultural
agenda are important factors in the developmentigfation museums.

In the editorial of the Migration Museum issue ofis¢um International
Isabelle Vinson rightfully remarks

“does the plethora of museum projects on migratéflect an attempt on
the part of the public authorities to bypass tteiésunder the guise of
culture and so ignore it politically, or is it ama®uraging sign that the
mission of museums are being reviewed to includgaksciences and
history?” (Vinson 2007, 1).
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This question arises when we take into account vtk diverse
motives of starting up migration museums on the baed and on the
other hand the often very disparate stories of pasgration and recent
immigration, as they need different approaches dodhave various
meanings for a mixed set of visitors. However, régss of the sometimes
very disparate motives for setting up a migratiomseum or centre, once
started up, the migration museum has the poteafiddeing a dynamic
place and to be an example of a museum that insleexkeds in taking a
relevant position in society, tackling some of Hueial issues related to
migration. Firstly, by narrating migration histoiry a clever way, so that
visitors of all sorts, not only ancestors of migsancan relate to the
complexity of migration processes, museums cantereaderstanding of
the reasons why people left their homes and resetilsewhere and can
illustrate the difficulties accompanied by startengew life in an unknown
country. Secondly, the combination of a migratioruseum with a
migration research centre, like the Deutsches Andewer Haus
Bremerhaven, adds to the dynamism to the migratuseum, as the
emigration story is supplemented with present-dayies on migration,
including recent immigration into Germany. Nevel#iss, it remains a
challenge to make an appealing exhibit of moremreoggration heritage,
which inherently seems to be less attractive ttenstory of Europeans
leaving for new destinations. Further examinaticn rieeded how
immigrant culture is represented, to what extemhigrant communities or
their descendants find it appealing to have thenitéige displayed in a
migration museum, separating it from general natitwstory.

In sum, what is important in the development of newgration
museums, is an evaluation of its own point of dewar What history is to
be told, at what location, what are the goals dredrheans and finally,
how can visitors relate to migration heritage. Watleareful consideration
of these elements, the migration museum can beamnm@e of a dynamic
institution, which plays an active role in presdatt society.
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CHAPTEREIGHT

TESTINGROOTS
A HERITAGE PROJECT OFBODY AND SouL*

ALEX VAN STIPRIAAN

| ntroduction

In contemporary discourses of (post-)multicultialj diversity and
identity politics, one of the key words seems torbets. Increasingly
people refer to this heritage phenomenon, partigulan relation to
feelings of being uprooted. Others use it as poddaheir authenticity and
of genuinely “belonging”. Roots are referred tohwét geographical and/or
ethnic connotation, but might also be ideologiaaljgious, cultural in
general or even more culturally specific such assioal, culinary or
related to fashion design.

Roots are part of what heritage is all about. &nse to refer to a dear,
or maybe even a nostalgic past from which at l#astbasics have been
inherited by the descendants of that past. Furtberymoots often seem to
refer to places where people or their ancestore aniginated from, but
from which they have moved away. Still, descenddets attached to
these places of roots. Therefore, roots are handly in the here and now
of those who cherish them, but they do inspirehim present. Roots form
part of people’s identities, and, to a certain eitpeople might even try to
reproduce these roots. Roots, in this way seene &trongly connected to,
or even intertwined with those other diversity teth phenomena,
migration and diaspora, and are a fine example lidtvihas been termed
“glocalisation”, the interplay of the global andettiocal (cf. Robertson
1995). And although roots might have tangible disiens, such as a
physical location, the whole phenomenon itself seérbe more about an
intangible cultural heritage starting with the wat tangibility of music
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and stories to the utmost intangibility of feelingsnotions, world views,
norms, values etc.

The Roots Debate

It all started with the publication of Alex Haleyrsillion selling book
Roots(1976) and the immensely popular television seadesved from it.
Haley had done what so many other descendantsstdverdl Africans in
the Americas had done; find out where their ensleargcestors had come
from. He used stories and archives and all kindetbér tangible and
intangible cultural heritage evidence to find hiayback to the Mandinka
family of royal blood in Gambia that he eventuafiyund to be his
forefathers. Since that time the concept of “rodia$ become more or less
synonymous to African roots. Since the late 1970anyn African
Americans followed suit by trying to trace their mvifrican roots too.
Many even traveled on a pilgrimage to West Afrithis may seem rather
contrived to outsiders, yet for people who unti tt960s were basically
ignored in the history books of their own countrgdawho had for
centuries been treated literally as second-raiteecis, African roots were a
new way to (re)write their own history. Their preapation with roots
became a focus for the search for identity, selwawess and spirituality.

However, roots became part of scientific discouege particularly in
social science and cultural studies. Paul Gilrd30@), Stuart Hall (1996)
and James Clifford (1997) belonged to the firstegation of scholars who
since the 1990s have worked on the interplay ofsraad diaspora. They
made it part of their discourse of cultural idgntiand introduced the
juxtaposed pair of roots and routes. Cultural idiest they said, and
particularly diasporic cultural identities, are @ntinuous dialogue between
roots, which is a state of being tied to a specific plaandroutes which is
a state of displacement.

Since that time the concept of identity is strongbnnected with the
concept of roots. You can only know who you arg/oifi know where you
come from, is a widely accepted assumption. lvenethe basis of popular
emo-shows on tv about adopted children looking tfogir biological
parents. However, in anthropology it is widely guteel that identity is a
multi-dimensional work-in-progress-construction degant on its context,
rather than something one-dimensional you cultyrialherit (cf. Eriksen
2002).

Therefore, cultural identities are not only firmigoted in histories,
language and culture of a particular place, theyaso, or maybe even
more so, in a process of becoming. Identities ateonly “who we are” or



Testing Roots 167

“where we came from”, they may be even more abodoatwve might
become (cf. Isar 2009). People therefore seem tatbleast as much
involved in the unpredictability of routes as i thecurity of roots.

Uprootedness, so it seems, is almost celebratsdrire of these post
modern from-roots-to-routes approaches.This issafrse, a sign of the
times in which globalising processes have inspadiely debate on the
position and importance of the hybrid, the Createl the métissage, as
might be observed in the highly acclaimed and dlsed works of, for
example, Homi Bhabha, UIf Hannerz or Nikos Papaselis.

However, that is academia. In social and cultucdivest discourse a
contrary voice is as much in evidence. Here, tloeirsty of roots seems to
be much more sought after than the insecurity ofem This goes for all
kinds of fundamentalist approaches by people wtek $e return to-, or
hang on to a supposedly authentic and pure cultigrablogical, or even
ethnic core. But this searching for cultural autiwty and purity is not
only limited to the cultural and religious actidstit can also be found
among people, generally migrants, whose lives niaken aware on an
almost daily basis that they aga routeand therefore feel a need or desire
for rootedness, for belonging. From routes-to-rotiterefore, is as much
part of diasporic discourse as the inverse approaobots-to-routes.

Particularly in popular multicultural discourse &ydthere is no doubt
about the importance of roots which should be fest®r re-appropriated.
Roots are even used as a new kind of cultural &alism in identity
politics. The hotly debated institutional integoati into mainstream
society while at the same time maintaining one’s@ultural identity, is
actually referring to a hardcore cultural esseried tan be claimed as
indivisible and unchangeable. However, not only nags and their
descendants lay claim to these ideas, dominardlsgrciups do too.

Roots have become part of everyone’s natural existelLike plants
and trees, roots are attributed to humans too. hedmore people feel
uprooted the more they seem to refer to these .rddtis can give the
impression that some people have more substarmd@hk rthan others.
However, this is only the logical difference betwethe naturalness of
roots one knows perfectly well, and therefore duoatsspeak or even think
of so much, and roots one is in doubt or confudaaiand which are
therefore referred to continuously.

At the same time, precisely as a consequence ofating and
globalisation, hybridity and creolisation are cbbhad and celebrated too.
More inclusive forms of (shared) heritage based ddferent cultural
sources — the process of becoming — is conquersupstantial place next
to the exclusive authenticity of how it once waswdere we once came
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from. Obviously, the question what exactly are vedemring to when
talking about roots — for example, a single taproota myriad of
multilateral roots? — is becoming more and moressirgy and relevant.

DNA and roots

Since the late 1970s Alex Haley and his work haseome severely
discredited. He is even been considered a frausbbye (cf. Sowell 2002;
Cashill 2005). At the same time research on theesjapast, as well as
intense debates on its present day effects hayehenghtened the longing
for historical empowerment by looking for roots.dAnow this debate has
globalised from the USA to the rest of the Afriadiaspora, including the
former European slave holding powers like the Nedinels (cf. Van
Stipriaan a.o. 2007).

The main difference from Alex Haley's time is thadw we have a
new, yet very old type of cultural heritage at disposal, which might
even be considered the most globalised form oficalltheritage. It can be
found in the most universal, yet most personal khdrchive or museum
there is: the human body. It is the storehouse hfereditary material
holding information going back millennia, as wedl for our physical and
mental memory. The larger part of this historicahtent and information,
however, can only be deciphered recently by me&idNA analysis, i.e.
the tangible part of it. Of course, the intangip&et is still safely stored in
our brains and can not be studied yet without own opersonal
“translation”.

DNA can be used to understand the evolution of modamans, trace
migrations of people, differentiate and identifglividuals, and determine
the origins of domestic plants and animals. DNAlysig, as one scholar
put it, is “the greatest archaeological excavatifnall time” (cited in
Hamilton 2005). DNA analysis traced human ancelstigk to an African
“Eve”, setting off debate about how modern humawsived (cf. Fein
1993; Powledge 1996; Sykes 2001).

As a result in the late 1990s, DNA technology cdme view as an
instrument for tracking down individual lineages.nd\ it was no
coincidence that African-Americans in the USA waraong the first to
consider it a great tool for bridging the gap wifrica. Soon scientists
made this technology available to the public agéarincreasingly on a
commercial basis. Underlying the DNA tests is tieai, accepted by most
scientists, that modern humans evolved in Africaaesd 00,000 years ago
and then spread out across the globe, developingtigemutations along
the way. Genetic genealogists track these mutatiorts compare them
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with a database of DNA markers culled from thousaatl people with
deep roots in specific regions of the world. If emlividual’s genetic
mutations match those of an indigenous group, lariay be established.
Lines of heritage can thus be followed by tracirrgkthe development
over time of very small mutations occurring in tt@mposition of some
DNA codes. In this way it is claimed by, what hdteawill be termed
“roots firms” that offer these tests and who workthwlarge DNA
databases and established laboratories, that DNslysis can link a
person of African descent to his ethnic group dfiarin Africa. By
learning more about that group’s culture and pesheyen visiting the
country, it is possible for people of the Africaiagbora to fill in a hitherto
largely blank page of their individual pasts andbntifications, thus
rendering it more concrete. Eventually this techgglwas going to make
it possible to uncover everyone’s roots. Or attletigt was everyone’s
hope.

Going back to the roots

When we started our project Back to the Roots,0@62 we were not
yet aware of the two comparable, large scale pt®jstarting almost
simultaneously:The African American Livésproject by Louis Henry
Gates Jr. on Public Television (PBS) in the USA #melGenographics
Project of National GeograpHicdHowever, we did know and were inspired
by the BBC documentarylotherland, A Genetic Journayhich was aired
in 2003. In this documentary three Afro-Britons ciddDNA test and
traveled to their African “countries of origin”. €hdocumentary was part
of a larger project, the most comprehensive attesopfar to investigate
the specific roots of descendants of enslaved afiscin the diaspora,
which took anonymous DNA samples from 229 volurdeéArmed by
science, people have for the first time reconnetiiedhselves to their lost
ancestry in ways that, 25 years ago, Alex Haley ¢ould scarcely have
imagined would ever be possible”, commented direBaron?

Our Back to the Roots project, however, startechfeodifferent angle.
Although we also wanted to know about the Africaigios of people in
the “Dutch African Diaspora”, at the core of thisoject was a simple
guestion that until then, and even now, has beedlhgosed at all,
namely: what exactly ARE roots and what do theykIbke? To find out,
we put together a group of two established artisis six artistically and
otherwise talented young adults, all having an AZaribbean background,
who were living or even born in the Netherlandse Hhrtistic dimension
was needed to give substance and expression fwutw and particularly
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to the conceptual roots that we intended to findrtliermore, it was a
requirement by the sponsors to present the regults larger audience.
And finally participants were not supposed to beaidf to go public,
because from the beginning the whole process Wwaedi

The two established artists, actress and comeditip Mathurin and
artist Marcel Pinas, whose selection was basedhein aige and artistic
status, already had a history of their own behheht and therefore they
perhaps had a more substantial image of what Jtheits were like. The
young adults Kwinsie Cruden, Gwen Denswil, ChariBselwijt, Stacey
Esajas, Herby Goedhard and Verno Romney had alpgaded themselves
in their respective artistic field(s) by moving loeyl amateur status, but
none of them had a very specific sense of theth&urcareer yet, and most
were still busy with their education. Their framkreference was rather
the context of urban popular culture than thathef éstablished art world,
while their age kept them from being attached twedi jargon or
conventions. Although they did not have much ohatyet, they had a lot
of future and fresh and open minds.

The participants in the project had never been tac#d and were
currently residing in the Netherlands. This was jt convenient in
terms of organizing the project, but it also allowfer the possibility to
link the participants’ sense of roots to anothacpl| the Caribbean, where
their parents originated from. When the group wastpgether, none of
the candidates hesitated to participate. No mditer differently the
participants addressed roots as a phenomenoningafigm “surely, mine
are in Africa” to “| have never really thought ahati - everyone wanted
to join in. The exciting aspect of a DNA test ahe possible bonus of a
trip to Africa also contributed to this eagerness.

However, besides from the “adventure”, everyon@ddrout to have
very personal motives to search for roots. For etamMarcel dearly
wanted to know about his past to understand “cettangs” as well as his
position in the present. And Jetty, completely ataad with that, added
that she needed this also “to justify my right ® Here”, meaning in the
Netherlands. Even Stacey, who was born in the Mettn#s stated that her
roots quest actually started the day she got akbBarbie doll for her
birthday, which made her realise “...that althoughlided in the
Netherlands | was also a Black person living in Netherlands”. Gwen
had always been fascinated by the question howeds, and thereby her
ancestors, had lived before the times of slaveegabse she had always
known that “life did not start with slavery, withdt short paragraph in the
history books. Before slavery Africans led normeaés... and that's what
interests me.”
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For Herby the roots trip was almost something shered obligation:
“I have always said that once in my life | havegm to Africa. It is like
Muslims who once in their life go to Mecca and whibey return they're
supposed to be cleansed and pure. So when | gathtece to go to the
country of my roots, Cameroon, that in itself wagady enough for me.
[...] | really feel that when I'll return [to the étherlands] I'll have made
my journey to Mecca. I'll be complete.”

The African ancestors were also part of the matvat_ike Jetty said:
“we want to look for and to know who were the p&opéfore us, because
we want to pay them respect. If we do not resgesntwe can not respect
ourselves. The more we do that, the more authemtitl become, the
stronger it ‘ll make us.” And eventually, from th&ost unexpected person
in this respect, biogeneticist Leon de Windt, vath Antillean as well as
(southern) Dutch parentage an a guest at one ofmegtings, presented
the group with the intriguing statement: “...maybé&sinot we in search of
our ancestors, but our ancestors calling for us.”

The idea was that everyone was going to searchh&r roots in as
many as possible different ways. So part of thesq®al quest was based
on genealogy, interviews with family members, andlg of literature and
archival sources, but also through introspectiod &acing ancestry via
DNA. Next, some would actually further pursue thdMtrack by going
to Africa, while others would not. This would maikgossible to compare
the difference between actual experience of a tithenknown country of
roots and knowledge of such country that was ekatlisbased on images
and descriptions. From the start, it was a prawiltoncern to explore
whether people actually have roots or whether theyely construct them,
an issue that is generally not explored.

The various implications of inborn or constructedts were encountered
repeatedly in decisions we made during our quest.oRe, we assumed
that Africa was at least part of all participantéstorical roots. This was
tied not just to the Caribbean history of slavémyt also to the fact that the
group members merely had to look at each otheuspext some African
origin. Still, appearances can be deceptive. Is tkispect biogeneticist
Leon de Windt told us that “race” or phenotype i%e oof the worst
categories for tracing shared background: Geneffiferdnces among
relatives are probably larger than between them amdAboriginal in
Australia. We find that hard to believe becausepag so much attention
to outer appearance, but appearance is virtualyaly parameter for
distinguishing the term “race” because beyond thdias no biological
basis® This is not to say that in our group the mirrod goint to Africa
rather than to a white group. But it is importamkeep in mind that race is
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a social construction, not a biological fact. lhetwords, it was merely a
decision, albeit a calculated one, to look for sdatthat direction. Or, like
Herby put it: “When | look in the mirror, it obvigly tells me that I"'m
from Africa. But where in Africa, that was the lggestion.”

Our next step, the decision to begin examining BA in the
maternal line, equally pointed to Africa. Earligudies had established
that in Afro-Caribbeans the maternal DNA line endiedhfrica in about
98% of the cases. This meant that all participamie likely to have roots
in Africa. It was only natural, then, that asiderfr studying the aspect of
roots in their own (family) environment they wouddso look toward
Africa. But it was a choice. After all, we mightsal have decided to first
pursue the paternal line.

|dentifications and roots, or: What ishome?

Before the (maternal) DNA results became knowngatl participants
talked about their feelings about the possible @ug. Stacey and Gwen
expressed the feelings of most participants wheay tstated that they
actually knew that their ancestors came from thgore of present day
Ghana. And most also had thereby images in mind ohartial and
colorful people with a long history, such as theh&sti. This was also
something that had been told to them when growjmg‘8urinamese and
Antilleans originally come from Ghana.” And out dhe streets of
Amsterdam some were several times even identiflehanaian, by ...
Ghanaians. Only Jetty had a strong guess that femstors were from
Cameroon, an assessment where she may have bleemded by the fact
that she has a foster daughter from that country.

When eventually our participants were one by onenopg the letters
with the DNA results that had come in the mail,ytheok some time to
take in the news. From that moment all discretind eeserve seemed to
evaporate, and the participants started talkinggims of “I'm from ... “
or “my ancestors are from...” or even “l am a .A% it turned out, the
ancestral track of none of our participants ledGtmana, nor did Jetty's
ancestral mothers come from Cameroon. Insteacke thir@ur participants
proved to have roots in Cameroon, but in differethnic groups.
Furthermore, one was linked to the Mandinka inegah one to groups in
Guinea-Bissau, three to populations in Sierra Leané/or Liberia, and
one to groups in both Guinea-Bissau and Senegalndntime our
“Cameroonese” replaced their long internalised iddaGhana with
Cameroon. One of the participants referred to GaBissau as vague but
interesting. The Mandinka were Kunta Kinte’s peofptan Alex Haley’'s
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Roots so this was quite good news for our participdrdgri Senegal”, but
those whose roots were traced back to “Sierra Leané “Liberia” could
hardly hide their disappointment. They did not getoots country to be
proud of, but immediately revisited the news foetagtheir mind of civil
war, bloodshed, child soldiers, and dismemberedplpedro them, the
outcome of the DNA test did not coincide with theirots country of
choice, which is an indication that one does natyjohave roots, but that
you also construct them as more or less likable.

Subsequently we decided to travel to Cameroon euitti‘Cameroonese”
participants plus our artists Jetty and Marcel, sehpasts led to Liberia
and Sierra Leone - countries that were hard toetrthen, but that were
most able to give substance to the idea of rodte dim was to further
explore each one’s roots experience. Charissa,o/enmd Kwinsie stayed
“at home” and would pursue their roots researcmftbere. “Home” is of
course an ambiguous word in this context as wathoAg the youngsters
in our project, no one seemed to have plans tongolige elsewhere and
leave the Netherlands at some point. And yet regperiences may add to
another specific sense of “home”. Stacey, for eXampould barely
imagine herself to be living somewhere else buttia Netherlands.
Despite her certainty about this, however, the dsg&i a little more
intricate. As she elaborated: “At age 18 | wenStainame and there | got
a feeling | had never had in the Netherlands. N@ldolutely have to go
to Suriname every year.”

To Verno, born in the Dutch northern town of Hoogew, it had
always been an enigma whether he and his young#hdsrwere actually
Antillean Dutch or Dutch Antilleans? “To this daytill don't know; but |
always felt at ease [in the Netherlands]’. And Ksien added: “I feel
Surinamese and Amsterdammer. You can tell fromctiler of my skin
that I'm not of Dutch origin, but I'm an Amsterdaramat heart. There
have been instances that | was told to “piss offnfoown country”, you
know, but where do | go?”, he states in the filnowéver, shortly after the
film was made he went to Suriname for the firstetiand confessed he
would phrase it differently now. Maybe Amsterdamnadr heart, but
Suriname felt like home, he now said.

Marcel, who actually was only temporarily in thetherlands and for
whom Suriname is his self evident home base expdebss feelings in
Cameroon clearly when he exclaimed “Yes, thisam&”. And Stacey
agreed that she really felt at home in Camerooif, stee had been living
there for years already. Still, the feelings of leomere not feelings of
wanting to stay there. As Gwen said, after visitmgrillage of “her”
Bamileke people: “This is where | really come from.| will certainly
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come back... in like a year or so, to see how yavehbeen doing”. She
wants to know, but she has no intention to become a&gain with her
roots. And that applied tor the whole group.

Testing roots

Although the DNA dimension was only part of the jpm, it was and
still is the most intriguing as well as the mosblgematic part of it.
Therefore, it is necessary to go into the problemsencountered with
DNA and roots. Most of these problems we only bezamware of during
the whole process of looking for roots, and eveeymsponded differently
to it.

These days DNA is considered and experienced byy naan the
ultimate scientific truth, however, one could aiskit really truthfully? We
first did mitochondrial, or maternal DNA tests witlur participants, i.e.
the DNA traces going from mother to daughter, tagtaer to daughter
etc. The outcome of these tests was that everyboeragroup was linked
historically and genetically to a specific ethniogp in a specific West-
African country, or a small number of groups ireafcountries. But then
one of the participants started to wonder aboup#red in time, or which
ancestral generation these DNA traces were leatdinylaybe by going
back many more generations, the roots might turnnugnother part of
Africa. Which is, of course, not at all illusionargs there have always
been massive migration movements in Africa, paldity if we remind
ourselves that all of modern humankind (homo sa)iemiginates from
East-Africa. So, in finding roots it is us, now, evtselect how many
generations back in time is what we call rootsr&her, in this case, it is
the laboratory which analyses the tests who deciddhat.

African migration also poses another problem, bseaaithough one
might be able to trace the DNA line back to a sfieethnic group, it is
not at all certain that this group has lived in #ane place for ever. On
the contrary, people in Africa have been movingd aplitting up
constantly, and probably at an extended pace dtiimgast centuries as a
consequence of slave raiding and colonialism. Thege having roots
feelings for a country in which genetically linkedople live today might
be a mistake, particularly considering the fact thase countries are quite
recent colonial creations, whose borders rathdficaatly cut through the
territories of specific ethnic groups, or whichrthgroups were no united
entities and have come into being only quite rdgent

Later, after our trip to Cameroon, we also did plagernal DNA test.
Maybe because this test came second, or maybe dwetia® mother and
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matrilinearity is so strongly based in Afro-Carilabe cultures, these
paternal origins did not trigger the same emotiasghe mother line did.
The complication was that now everyone had at leastcountries and
two or more ethnic groups to refer to as the bafstheir roots. For Marcel
this meant a combination of Mende in Sierra Leomé Ralanta and Fula
in Guinea Bissau; Jetty, suddenly combined Temn&iefra Leone in
both mother and father line with Liberian Kru andii@a Bissauan
Balanta; and for the first time Ghana came into pifeture when Verno
was told that his maternal line of Temne, Kru, JiHala, Balanta and
Senegalese Mandinka ancestors were combined withrnad Fante
ancestors from Ghana. The question now becamaur$e, whether all of
these ethnic groups and countries constitutedhtimee of) one’s roots, or
just one of these. Biologically there was no reasondifferentiate,
however, there certainly was emotionally. Partidylahose who had
made the trip to Cameroon, now considered this twguand “their”
people there to be their roots country. For examgfier a night spent in
the home of théon’s (main) wife near the town of Baham, which we had
chosen because it was easy to travel to and stag tith the group Gwen
adopted this towns as hers and stated: “this isavheeally come from”.
And Stacey, who had no Bamileke originbut who had joined Gwen in
the house of the fon’s wife added: “I could haweed here if it hadn't
been for the slave trade. This could have beeniitage, she could have
been my mother. | don’t have that with anyone &ighe world, only here
in Africa... or Suriname, but that's different.dtthe thought of what could
have been that's what makes it so special.”

It became more complicated when it turned out thege out of eight
of our participants were eventually linked by the@ternal DNA heritage
trail to a European forefather. Now roots becamenawore of a difficult
as well as an emotional concept. Some simply ditd want to have
European forefathers and one participant even Haitbin’t want to know,
because | don"t want to be linked to a white malgist...” Again, this
was a matter of personal choice dictated by a tedienhistory, making
once more the maternal line much more importam tha paternal line.
Biologically, however, there is no such choice.

Even the laboratories’ claim, that these materndl@aternal ancestors
link a person to his or her ethnic and geographicains can be hardly
sustained. Both trails are only a minor part offallefathers who have
influenced one”s present day DNA profile. The dineother line (mother,
her mother, her mother...) and the direct fathee (father, his father, his
father...) are only the outside lines of an invepseamid of ancestors
numbering 2,046 in total when going back ten geiwra. And if we take



176 Chapter Eight

into consideration that this inverse pyramid iglitéinked to other inverse
pyramids too, the number of ancestors becomes akmstronomical. This
became obvious also in our own group by way of geeealogies the
participants had constructed of their families. Fexample, Verno
discovered, that despite his West African ancedtwatboth his maternal
as well as his maternal line had shown his mothiarsily name Brown
originally was written Braun and belonged to a Gamnship’s captain
Willy who had come to the Dutch Antillean island &ftatia four
generations back. Kwinsie's appearance shows ligae tmust have been
Hindustani people among his forebears too, whiclhdwially the case,
despite maternal African ancestors and a pateiinal énding up in
Europe. And Charissa, whose DNA tests had linkedtdnéhe Fula and
Djola in Guinea Bissau, as well as to the NigeNamuba knew from her
own family history that she also had Amerindian ahdlonesian
ancestors.

Therefore, the biological descendance is much rategally extended
than the DNA roots firms or laboratories want thaients to know (Fig.
08-1). And maybe they are right, because most ree¢kers are looking
for clear and undoubtable answers of origins. H@xeshould they point
their clients to their subjective choice, and, ofise, this knowledge then
confuses the idea of roots as “authentic” heritdde authenticity of this
heritage, therefore, seems to be much more ingleific hybrid mix, than
in clear and straight historical origins.

— - i ‘

Fig. 8-1: Stacey Esajas” maternal great  Fig. 8-2: Stacey performing
grandparents in Suriname 1960s, only one “To My Mothers”, 2007

of them is included in the DNA analysis

Finally questions might be posed to the represestatss of the
samples in the DNA databases of the Roots firmghferwhole of present
day ethnic groups? Recent research among the re#joic groups of
Sierra Leone showed that no significant genetidatian could be seen
between the Mende, Temne and Loko. This indicaked it is hard
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distinguishing genetic differences among ethnic ugeo residing in
historically close proximity to one another (Jaaksa.o. 2005, 186).
Nevertheless, some DNA material unique for this W&fsican region
alone was identified as well. Markers like theseyrpaove valuable in
identifying the ethnic origins of American and Qdnéan descendants of
enslaved Africans, says Dr. Bruce Jackson, a gasietit the University of
Massachusetts and co-director of the non-profiticAfi-American DNA
Roots Project, that is excavating the genetic hysbd African Americans.
However, it still is too early to draw definite adasions. Much larger
sample sizes will be needed and more research dalsetdone to
characterise genetic differences in the maternaRA@RNthe many ethnic
groups of Africa that were the sources of slavexkSon 2005, 162).
Nevertheless, roots firms claim that the outcomehefr tests link their
clients— often with 90-100 % certainty —to specéitinic groups in West-
and Central Africa. It is exactly this kind of pigion and the supposedly
representativeness of the DNA samples in the laboes’ databases that
make critics like Bruce Jackson fuming. “I thinkgta disgraceful thing to
try to tell an African American that you can mattiem to any group in
Africa now [...] making such classifications is prature because not
enough people have been tested to establish distiackers for each
group. Every ethnic group in Africa is a mix thae wlon’t understand
yet,” he states (Hamilton 2005).

We could have used another DNA method offered hgminstitutes,
which are less specific and only provide one’s ietlyenealogical profile.
When we discovered that, we were struck by the faat although it
shows that almost everyone is a mix, it also shtdvas DNA provides
geographical specific markers, that can be disoateid. So the outcome
of such tests will tell you that for example yowe &0 % African, 25 %
Amerindian and 25 % European (Cf. Harris 2007). Ewev, eventually
these markers might also be called ... RACE markengs means that
through these DNA categories we are bringing raxse,a biological
categorisation back in, two generations after ljvdone away with it.
The only positive thing about it is that large scBINA research among
the American population shows that a substantialpgrion of self-
identified whites or blacks actually are a “raciadix.® Still, we should be
very careful, because it also shows that in the th&st of the whites are
extremely European and most of the blacks arecpiie African. Thus,
despite the notorious arbitrariness of the “onep@raule, the actual
American population conforms to its strictures sigipgly closely (Sailer
2002). This realisation about the danger of DNA kaees as a newly
accepted instrument of racialisation only came doslowly, and it still
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feels rather futile in the context of all these Hiyg successful DNA
genealogy programs like African American Lives driganAncestry.com
(see also M'charek 2005).

The further we went, the more problems with DNAnkd up. We
started wondering how these laboratories or rootasf had actually
gathered so many DNA samples all over (West- anatr@le) Africa. Did
all African donors know what they were contributitegand did they know
what happened with their DNA sample afterwards?thsir privacy
assured and waterproof? Was this actually coloardghropometrics all
over again in a new dress but still including atds of inequality? (cf.
Van Duuren 2007, 12-36). For our test we had workétth the eldest
commercial roots firm with the (claimed) largestatsmse of African DNA
samples to match with, African Ancestry. Howevene tmost clear
statement by its founder, Chicago University bagedeticist dr. Rick
Kittles about the origins of his approximately ZB)0samples from about
400 different ethnic groups was that he had pueghdsem over some 10
years “in cooperation with researchers in hospital¥Vest and Central
Africa. They send me”, he said, “genetic materidlich was voluntarily
offered by indigenous patients” (Vlasblom 2008)isT tnowever, sounds a
lot vaguer than the scientific justification dr.cBaon and his team give
about their sampling method with “166 unrelatedivitthals from the
Mende [...], Temne [...], Loko and Limba ethnic gps in Sierra Leone”,
asking the collaboration of local traditional auities and using university
approved informed consent forms for all particigatackson a.o. 2005,
158).

Despite all the difficulties, problems and crititis we gradually
discovered during our project, most of our partcits still clung quite
dearly to their new found peoples or countries Bgin, particularly the
maternal ones. They had, of course, volunteerethfemproject themselves
and despite everything they felt —and still fediattby participating new
dimensions were added to their identities. But mgtiis was a matter of
personal choice and of circumstances. For exantptsse who stayed
home were happy to know about their places andIpsagf origin, but
there was no sign that they developed a strongienadtbond with these
roots. The group members with whom we went to Caorgron the other
hand, easily adopted it as their roots countryc@frse, being welcomed
by people who sometimes emotionally expressed fieelings of being
honored to be visited by people looking for th€aferoonean) roots did
help. Our guide in Baham said “we are really extite know that there
are people in the world who think about us.” MoreQwur participants
constantly recognised familiar cultural elementst thdded to their home
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feelings even to the point of recognizing familiaces resembling people
they know back home. Therefore, it seems to make af difference, if
one actually makes physical contact with the supgawots territory or
not. But even then, it stayed a matter of choiesalise, as it turned out
roots can also turn you down.

Fig. 8-3: Herby Goedhard meeting “his” Fulani peojsl Cameroon, 2007

Jetty and Marcel already had the experience ofpg@i@atment when
their maternal line ended up in countries with vahibey did not very
easily identify because of their bloody recentdrigt(see above). Maybe
their ancestors were calling them, but they weitteveoy eager to respond.
Even more telling was what happened to Herby whenvigited “his”
Fulani people. (Fig. 8-3) Contrary to the heartylomme we had just
experienced in a village “of Gwen’s” Bamileke pempthe Fulani of this
village much more kept their distance. And Herbyijlevlooking around,
observed that most villagers looked differently nfrchim “more like
Somali with smooth hair and a lighter skin. My higifrizzy and my skin
is dark”. Nevertheless he introduced himself totilage elder as “a boy
from Holland who has only recently discovered lists and now has the
chance to visit my Fulani people.” And then thevas this profound
silence. Because they probably considered Herbwkapg about “my
Fulani people” rather odd as long as he was notualik like them. So
they asked him if he wanted to convert to Islamskléwas welcome, and
in a certain way also belonging, but certainly norenthan just a little bit.
And that was also how Herby felt. Without turningweh their request of
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converting to Islam he made it clear that this \age hard for him to

answer and actually to deal with at all. Herby'sifased feelings increased
when walking through the village as we got the ieggion that the lighter
skinned Fulani were the dominant group, whereasatbe present darker
skinned Fulani, looking more like Herby himselfes®ed to be poorer and
doing the dirty jobs. It reminded us that there ladso been internal
slavery in Africa, that there still is enormous doelity and that there is
ethnic discrimination too. This, therefore, cangdaet of one’s roots too.
Herby decided not to stay the night in the villagied we moved on.

Meaning and contents of roots

Obviously, roots is more intangible than tangibtere emotion than
rational fact, more personal choice than law ofuret Probably Jetty
expressed it best when she stated that making dike this, and in her
case not even to her genetically appointed rootstcy, was a way of
coming to peace with one’s self, one’s ancestord therefore with
history. In a sacred place amongst pre-historic €aonian rocks, where
local people say that the ancestors live, Jettyspaohtaneously addressed
the ancestors and, almost in trance, had begged tinelear the way for
us in the present, to be no longer victims of artratic history, “to let it
go”, as she put it. This was one of the cruciatsaxperiences for Jetty,
shared by the others present, of which she latgedst “I know exactly
what happened, but it also went beyond me. Therearwords for it, it's
only feeling.”

Herby later stated that when arriving at this sd@ncestral place, he
had the feeling that the people present, who wenegctheir ritual things,
were already expecting us. “Coincidence is notdhse here”, he said,
“everything falls into place.”

This feeling of predisposition as well as recogmitivas, together with
the homely feelings, the core of the roots expegekverywhere we went
in Cameroon our group members recognised things¢nainded them of
“home”, in most cases meaning Suriname or the Suanamese culture
with which they were brought upMusic, rhythm, food, clothing, smells
even language and spirituality were all part o tlit the same time these
roots feelings were probably not specifically ttedtheir roots countries.
Cameroon, for example, was not the genetically eqy@o roots country of
Jetty nor Marcel. Still they had the same feeliagsthe others, although
they were more inclined to refer to “Africa” in e instances than to the
specificity of Cameroon. Probably everyone wouldséhdnad the same
feelings while travelling to other countries theskwed once had been
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forced to leave. The pan-African genetic mix, quitdviously, is
accompanied by a pan-African cultural mix, whiclaleles recognition of
certain cultural elements and world views relagivebsily. And it works
both ways. Herby observed, for example, that Caoreams easily
adopted the Afro-Surinamese songs and rhythms Herped to them,
and our guide in Baham even exclaimed: “I am shat actually you are
all from Cameroon; when | look at you | see Camaeam faces.”

At the same time the feeling of roots is not onfirmed by things
from the past that can still be recognised, bui,ats maybe even more so
by parallel developments from a partly common pé&st: instance, at
times we were confronted with some linguisticalerablances with the
general — Creole — language of Suriname which dgeel during slavery,
Sranan. However, on closer scrutiny it often turned out be a
resemblance of creolised European words. The uitrggpart, of course,
is the resemblance of the creolisation process.nNBwen stated “this is
where | really come from”, she illustrated this §gying: “The women
here look exactly like in Suriname, nothing’s chemig Stacey felt the
same when she felt her Africanness confirmed tg/féeling of “all of us
being the same.”

] S

Fig. 8-4: Marcel Pinas” “Roots on the Fig. 8-5: Jetty Mathurin in her show “7”,
Move”; universal shopping bags with sitting on a throne of overseized carrots
in built audiovisuals showing Cameroon (in Dutch literally: roots), 2007-2008
women carrying goods on their heads,

2007-2008

On the other hand, when some participants foumrdrésemblance
between the modern houses in Cameroon and Surigaiteestriking, that
probably is merely a resemblance of a more genmpical architecture
which can be found in many tropical countries nadyan Africa. Actually
roots are for a large part resemblances of thirmmgsalready know in the
present, and almost by definition that is probable for every kind of
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heritage. In a way this is expressed wonderfullythe “Roots on the
move” installation by Marcel. (Fig. 8-4)

Finally, when the quest for roots was over everg o the group,
whether having been in Africa or not, was askegite substance to his or
her idea of roots in an artistic wayJetty produced a one woman’s theatre
show, called 7, which toured the country quite sgstully. (Fig. 8-5) In
the show, which is at times hilarious, she expldéiow her quest for roots
has made her become serene after a life of alwaysd been mad at
everything and everyone. However, “it is not neagssanymore. Enough
is enough. | now determine on my own what | wantaike along... and
what | want to let go.” This statement of emandgoatof an historical
burden also resonated in Stacey’'s poetic performaralled “To my
mothers” (Fig. 8-2). After addressing all her fomhers one by one,
meanwhile pulling off skirt after skirt she ends $gying: “this daughter
has returned because she is free [...] | will radt them slaves no more,
they were my mothers before.” And Gwen, who produeg@uppet play of
a white boy and a black girl, hilariously discugsfamily origins, after her
show concluded: “I'm at peace with the Cameroonlte$'ve done my
research, my quest is over now,” which obviouslg ha emancipatory
ring to it.

For Marcel, roots particularly were the things tehow a clear bond
between Africa and Suriname, and particularly thestv\frican population
group of Suriname, the Maroons, to which he andfédnisily belong. At
the same time roots for Marcel also express anfgedif nostalgia for a
disappearing, or threatened past. To express ¢hisdde an installation of
the most globalised kind of shopping bag in whiah placed videos
showing Cameroon women carrying all kinds of goodstheir heads.
(Fig. 8-4) “They take me back again to the pleasaoments of my
childhood in the interior of Suriname; just likevinave used to transport
produce from our plots of land to the village andywup to town.”
Marcel’s roots, although seemingly more part ofi@stalgic) past uses the
universal and contemporary shopping bag to shois &lso part of his
present luggage. Moreover he adds, that “Africadteengthened me as an
artist,” which seems to have an emancipating toni too. This feeling
seems to be shared in the rap lyrics by Verno @&ig). He shows his new
found strength by combining the seriousness @iésrquest with the fun
of its results: “Because I'm black you would say faynily couldn’t be
white / all my searches changed my view, it changedinsight / ... / A
German sailor, captain Willie Braun, visited théeisf Statia’s vibrant
town / he found love, on a night of fun / hence @eibbean Brown'’s of
which I'm one!” (Fig. 8-7).
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== =
Fig. 8-6: Verno Romney performing higFig. 8-7: Verno's great grandfather
Family Brown rap, 2007 Brown near Saint Eustatius (Statia), 1920s

Charissa, Herby and Kwinsie, take this stance @ dtether by
presenting their roots feelings as the ultimate wiixpast and present,
there and here. The latter two, both musicians t@gegther an occasional
ensemble which performed an Afro-Surinamese winigsaccompanied
by African percussion for the right rhythm and idda@ion a European
electric bass, because, as Herby explained: “thumWw how to strike the
right note when singing.”And Charissa, a wondedaihcer, expressed her
roots in a performance which combined all the darmditions, including
the accompanying dresses, of the cultures she doatee among her
ancestors: Native American, Asian and African, tald together in a
contemporary (global) dance frame. “Because I'motchpotch myself,
this suits me perfectly,” she said, concluding whi#r roots motto as an
ultimate form of presentism: “Create your own héuat.”

Finally Jetty added something about the importafdie Surinamese
background. “I was born in a still colonial Surin@ni carry that history
with me.” Marcel even still lives in Suriname arafies the recent history
of civil war in Suriname too. But the youngsterstlie group, says Jetty,
“do not know that Suriname. This project has empede¢heir being black
in the Netherlands, that is where their true hosné&bw they can say: my
history might be different from yours, and | migbok different from you,
but here is where | belong, whatever is said tactirrary.”

Conclusion

The number of scientific, socio-political and cuétdebates that have
been touched upon in this project are too many &mtion, let alone
explore in detail. They range from “nature or ntetuto cultural
essentialism, racialism, diversity, politics of kigon, and many others. It
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is, therefore, better to focus on the question taetedd this contribution
with: what exactly is roots, what does it look likend what kind of
heritage is it?

In museums items are collected and presented verelof value to a
specific theme and discipline, like history, amtra@opology, or nature.
Thus, the museum also houses histories of obsenvatilassification,
scientific knowledge and the ways they have beearsgted. We now
often smile, albeit a little uncomfortably, abotetscientific naivety of
our predecessors, but we are deadly serious aboyiresent day state of
the art knowledge. Classifying by measuring spegasticularly humans,
is something of the past, classifying based on Obighnology is deadly
serious, globalised business (!). To reflect uplis is the task of the
joined forces of science, museums, art, and pomufiure. And that's
what we did in Back to the Roots.

At the start of the project we undertook traditib@dmost simple
historical research on the genealogical backgrouatisthe project
participants. In the light of what was coming, hitgglth DNA research
leading us to specific ancestral groups in Afridee first looked almost
backward and amateurish. The new technique, owtther hand, seemed
to be hard core, sacrosanct state of the art seiand (therefore) able to
dig up roots and answer our questions. Popular DN#tage projects like
BBC's Motherland PBS’ African American Lives and National
Geographic’sEtnographicsonly stressed this feeling. It took some time
therefore to realise that DNA “evidence” in thisseds shown to be (still)
very soft and questionable. The main thing revealad how looking for
roots is a matter of a series of personal choicethe end you'll find and
cherish things, that may be unexpected in a waywich also suit you
and even empower you in your present life. Buttiimt what heritage is
all about?

It certainly is about what people choose to presémm the past; it is
about - supposed or claimed - authenticity, thd tkeig; it is about
identity i.e. identifying, sharing and belonginghieh means it is as much
about “we” as it is about “me”. And there is a giog consensus that
heritage is “the result of a dynamic process oéc@n of a past we now
produce and which we now consider of value for identity, which we
want to pass on to the future, but the meaning bichv will almost
certainly change.” (Frijhoff 2006, 39). David Lowhal (2006) adds to
that “the farther back in time the more mixed igmgvancestry.” And that
is exactly what we eventually found out, by becagriimcreasingly critical
about the techniques offered to us as well as bynge (again) on old
fashioned archival and, substantially, oral hist@asywell.
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At the same time the newly offered links to “youwnro people” in
Africa had become quite precious to our group membkehey were added
to their personal histories as something almosgibtéa to refer to.
However, after that, none of the participants dity anore substantial
research into the history or culture of “their” pestive African roots
peoples. And until now no one has visited them ifggar been in touch
with them (anymore). Obviously the present leveknbwledge suffices
and is clear enough to be added to the multituddenftifications we refer
to as identity. Maybe even more important is thag¢ of the main results
of the quest for roots is the increasing awaretiest there is a certain
hierarchy in this kind of heritage. Africa is a #imf “deep” but distant
roots, to which you can refer if necessary or want®uriname or the
Dutch Caribbean are maybe even deeper, because ohosér roots,
whereas the Netherlands are not even consideres, foecause too much
part of daily lived reality. Only Jetty, becausehalving experienced many
life events during her several decades long stay imothe Netherlands,
sometimes refers to her younger years in the Sasthaf the country as
her roots too.

So, what are roots? They are an emotionally laddjestive product
of the selection made in one”s personal historw@ls as the history of the
groups one identifies with. What do they look likkf?y shape and content
one likes or feels attached to as long as it iatedl to the former. Is it
heritage? Absolutely.
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Notes

1 “Back to the Roots” was a joint project of the femmuseum Amsterdam and the
Erasmus University Rotterdam. Audiovisuals and iothgcome of the project can
be seen at www.mijnroots.nl. A short version of filtra is permanently shown in
the Tropenmuseum in Amsterdam, next to an insiatlaby Marcel Pinas:
“Reconnecting Africa”.

2 Two tv series (2006 and 2008) in which Gates tidtie own ancestral lineage as
well as those of a number of famous African Amerigcaamong whom Oprah
Winfrey.

3 The project is on its way collecting more than ,000 DNA samples from
indigenous people all over the world to learn akibat migratory paths diomo
sapiens
*http://www.bbc.co.uk/pressoffice/pressreleasesas2003/02_february/05/moth
erland.shtml#top (15/05/2007).

® On July 18 1950 UNESCO issued a statement in witiehl4th point asserted
that: “The biological fact of race and the myth whce’ should be distinguished.
For all practical social purposes, ‘race’ is notnsach a biological phenomenon as
a social myth” which has “created an enormous amatfirhuman and social
damage.”

5 For the female participants this meant using apsarof a brother, uncle, or
cousin, because the Y chromosome is only passéa males.

" Her Cameroonean origins in the mother line weréaMidlasa and Kotoko.

8 A study of 3,000 DNA samples from 25 places in th&. showed that 30 per
cent of whites have black ancestors. However, Wieeage black admixture is only
2.3 percent, which is the equivalent of having agh@@88 great-great-great-great-
great-grandparents (seven generations), about h#éssand one black. African-
Americans turned out to be much more racially mpad even they have only 22
Europeans as opposed to 106 Africans among seveerai®mns of ancestors
(Sailer 2002).

° Unfortunately no group members of Antillean backgrd were part of the
travellers.

10 part of this can be seen at www.mijnroots.nl.
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VIRTUAL IDENTITIES AND THERECAPTURING
OF PLACE:
HERITAGE PLAY IN OLD TOWN JAKARTA '

Y ATUN SASTRAMIDJAJA

Introduction

A young woman, aged around twenty, stands proutithé doorway
of the Jakarta History Museum. In her daily lifeeslis a typical
metropolitan student, who wears t-shirts and jearshangs out in malls.
But now, she is dressed in fine traditiortadtik costume befitting a
Javanese princess, to greet participants of tod@fdage event in style.
Outside, night has fallen over Fatahillah Squaree—tkntral square in
Jakarta’s colonial quarters or Old Town (Kota Tutje city’'s main
international tourist draw—and all foreign touriste long gone. Inside,
the Museum is bustling with activity and filled Wiexcitement, as several
dozens of predominantlyoung Jakartans gather there to relive a bygone
colonial era—an era popularly referred totespo doeloe (‘old times’)—
in an event combining history lessons winpo doeloe films and food, a
city tour by night, costumed re-enactment and pfam It is not the first
time that young people gather in Old Town or othistorical places for
this sort of event. Heritage events in distinctbuthful style—organised
by andfor cosmopolitan students and typically coordinatedubh virtual
communities—have become all the rage in Jakartao#met major cities
in Indonesia. Relocating their leisure space frantanditioned shopping
malls to dilapidated city quarters, they perforraittown heritage trails to
rediscover the hidden stories and subjected héstari the city; sometimes
dressed up in carnivalesque fashion in the costfffidavanese princess,”
“colonial master,” or othetempo doeloe characters.
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Figure 9-1: Models dress up in “VOC"-style at tH&adal launch of Jakarta’s Old
Town redevelopment project. The slogan reads: “tegd the past, hope for the
future”

This remarkable trend raises several questions.tVdhaes these
young people to exchange the comfort zone of theidern leisure spaces
(usually located in the upmarket southern partagfirta) for the rundown
places of the past (Old Town, in the north, beingag the worst)? What
is the attraction of colonial heritage to postcidbryouths at least two
generations later? How do their playful, ostensgaistmodern engagements
with the past relate to conventional forms of enmgggvith heritage? What
narratives are produced in their play; to what extent do ¢hgigress from,
or transgress, the dominant narrative of natiorstbhy and identity? And
what are the effects on the meanings of Old Towoasst destination? In
an attempt to answer these questions, this chaj¢eusses the youth
heritage trend in the context of national and glqiracesses, related to
shifts of balance in politics of place, postmodeourism and urban
regeneration; processes of which the youth trengait yet which it
simultaneously eludes. | will argue that this yohémnitage trend represents
a novel, praxis-oriented form of engagement witacps and their pasts,
which | will call heritagetouring; a practice arising in contrast to
mainstream heritagurism and orthodox national heritageition. This
touring has significant implications for the reimaginatiof history’s
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relationship to place, for it entails a rediscovefyhistories-in-heritage
and identities-irplace—i.e. historical plurality and local specificity—
hence signifying a politics of belonging that isftshg away from the
generic unitary framework of the nation-state. Wet heritage touring of
postmodern youth involves a strong elementrehationalisation too.
Above all, it represents a collective route to ective roots; a collective
effort to reconnect with and reclaim the manifoleritages and complex
histories comprisingheir nation, in a manner not accommodated by either
the state or the heritage industry. This rediscpwdrroots is one of the
hallmarks of globalisation.

Memory and place in global postmodernity

Although globalisation is associated with mobilitgd fluidity, it is as
much about the rediscovery and re-appreciation mmfoted self and past,
whether or not from a desire to sustain old valagsnchors in times of
rapid change. Robertson (1990) argues that a ‘aéwaf/the past” is part
and parcel of globalisation. He discerns “a newsphaf accelerated,
nostalgia-producing globalisation,” in which peopsnd institutions
increasingly draw on place and memory to delineadéstinct identity in a
globalising world. In the wake of global fluidityeritage thus assumes a
more prominent role in private and public life. Wdugh heritage is
certainly not a new phenomenon, the nature ofeitemt renaissance is all
the more striking, because it involves a globallifexation of a range of
new memory discourses and practices that overflogv garameters of
established heritage institutions (Lowenthal 1998uyssen 2000).
“Contemporary nostalgia,” as Robertson argueseudiffprofoundly from
the “politically-motivated wilful nostalgia” that caompanied the
institutional nationalisms of the late nineteerdhtid-twentieth centuries,
and that continue to exist in museums and otheitalger institutions
established in that era.

Thenational, as the key modernist category, is readily byphssehe
present-day global-local nexus. Accordingly the neemory discourses
and practices are more concerned with the “micratiges” of particular
places rather than the “macronarratives” of thdonastate (Appadurai
1996). To borrow metaphors from Crang (1994), whiile nation-state
formerly controlled the organisation of place anémmory through the
creation of totalising Maps of National IdentitydaHistory (corresponding
to Enlightenment Mappings of the World), it findsoging competition
from various new kinds of Journeys through time apdce, which give
rise to new visions of identity and history. In skeJourneys, subjected
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place-memories are rediscovered and themsbgppropriated from the
state. A tension thus arises between Map and Jpuasemanifested in the
increasing diversification and contestation of tage meanings in the
contemporary world. But whether this process absults in new Maps
that replace the National Map is another question.

In my research on the global-local dynamics of whell the heritage-
scape in Indonesia, | encountered many instances-appropriation of
memory and place by various groups in society, esified by the
phenomenal rise of all kinds of new heritage mowaeacross the
country, notably since the end of former Presideubarto’s New Order
regime in 1998 (Sastramidjaja forthcoming). Resogatwith global
processes, a shifting global-local nexus affecéstiblance of power and
meaning in Indonesia’s heritage-scape, so thatdueriis recharged as a
contested, political issue in public consciousnegvertheless, the
particular postcolonial-nationalist heritage pagadiin Indonesia remains
pervasive, to a large extent preventing new hegitagpvements from
decidedly moving beyond the Map of National Idgnéind History. This
illustrates the tension between Map and Journeychwis partly also a
tension of translation, as | demonstrate below.

The politics of heritage in Indonesia

From Dutch colonial times till the recent presehg definition and
organisation of heritage in Indonesia was firmlyntrolled by the state.
Colonial and postcolonial governments alike, notathiring Suharto’s
rule, attempted to pacify Indonesia’s manifold grds by subjecting them
to rigorous technologies of conservation and reprdion, resulting in
the museumification, folklorisation and touristdion of selected
elements of living cultures and their pasts, whigdre reconfigured and
frozen into a timeless, static and fixed Map ofitagiesigns to serve as the
official icons of national identity. Euphemisticallcalled the “cultural
peaks” of the nation, these icons—e.g., the Borahuthe gamelan,
wayang puppetry, Balinese temples and dances, dakiandsekratons
(palaces), customary houses and costumes, antidnadliarts and crafts—
are the stock of official national heritage tuiticend as such they are
meticulously reproduced in schools, museums, thgaeks, or other
educational institutions. In addition, they are kgged, marketed, branded
and sold as tourist commodities for both domestit iaternational tourist
markets, through the official doctrine of CulturBburism. One of the
effects of this heritage policy, besides the slgtortion of the cultures
which were remodelled to fit the Map of Nationalrkge, is the neglect
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and silencing of heritage that didt make it to the official Map. Another
effect is the suppression of subjective historisswaell as subjective
engagements with history, which were seen to pgmstential threat to the
official script of National History. This is not teay that the state had
unlimited power in imposing its Map on society. Ay research shows,
there have always been local criticisms againshthé@age policies of the
state. Yet it was only in the final decade of theertieth century,

specifically in the context of globalisation, th#ese criticisms became
more pronounced and organised.

In the post-Cold War era, state hegemony in Indanéss been
increasingly challenged in a critical conjunctufdérgernational pressures
for liberalisation and domestic calls for democatiion, which in 1998 led
to Suharto’s downfall and a new era of reforms. ikdvof change has
accordingly been blowing in the field of heritageot particularly as
manifested in the public appearance of a new badnighly dedicated
and articulate heritage professionals, who havevehthemselves to be
more in tune with the international discourses effitage expertise (many
had received their professional training abroad, stiyio in civil
engineering, architecture and related fields) tith the cultural dictates
of the state. Assuming the role of public heritagigstodians, these
professionals have long expressed concerns abautgtvernment’s
neglect of heritage, particularly urban heritagéiclw has come under
increasing pressure from the government’s thrugadditate construction
of ever more malls, skyscrapers, superhighways @thér symbols of
high-modernity at the expense of anything old. Terocounter-weight,
many professionals have drawn on thetgeist of reforms to found
heritage societies, aimed to raise public awareaadsinfluence policies
through high-profile campaigns, advisory servicgseative lobbying and
other strategies. For Indonesia the rise and rapidansion of these
heritage societies signifies a groundbreaking ewatitésting that heritage
is no longer the exclusive domain of the state.

These new heritage societies are largely modelledpmfessional
organisations in Australia, the US and Europe (ehbey have been well-
established since the nineteenth century), with clvhilndonesian
professionals have long been in contact throughh sinternational
platforms as ICOM (International Council on Musednms ICOMOS
(International Council on Monuments and Sites).sTikireflected in their
names too. For example, tBandung Society for Heritage Conservation—
which was founded by local architecture and antblamgy lecturers in
1987, as the forerunner of the recent heritage mewt—is mainly
concerned with preserving and promoting the hegita§ the city of
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Bandung. More recently founded heritage societies samilarly named
after place—for example, the Jogja Heritage SocietyYogyakarta, or
the Bali Kuna (Old Bali) society—and are likewisarficularly concerned
with the local reality of deterioratindocal environments. As a founding
member of the Bandung Society argued: “The trutth& | don't really
care about the Borobudur and all that; | care abimutstreets outside my
office, | deeply care about the bridge near my boasd | struggle for the
recognition of the interests of the Bandung peogtel their culture
because this is my homé.{Interestingly, this founding member is an
American citizen who has lived in Bandung with H@andung-born
spouse for over two decades, now calling this loitsne.)

Nevertheless, recognising the expanding scope eif thargaining
position vis-a-vis the government, these localthge societies have soon
decided to cooperate on the national level, which2003 led to the
founding of the Indonesian Heritage Trust, BPBhdan Pelestarian
Pusaka Indonesia).® Besides usual growing pains, on a deeper level the
BPPI faces the problem of the vatgfinition of heritage in Indonesia. For
how is it possible to claim to struggle in the naofidieritage in a context
where its definition has always been claimed bystlage? This problem of
definition has tended to trap the BPPI in a resingi dependency on the
government'’s discourse of heritage, which has caddittle in the era of
reforms. The imagery used in the BPPI's leafletd aebsite heavily
borrows from the official canon of heritage, dragvion images of the
same heritage icons used by the government to geormational identity
and tourist destinations. The use of familiar insageght be necessary for
purposes of public profiling, and reproducing aflcdiscourse might be
strategic to secure the government’s consent angeration. But it also
exposes the problem of how twandate international professional
paradigms into a national context where modelsritéte from colonial
times remain dominant.

The problem of translation is less critical in Ibcantexts, where the
cause for heritage is easily conveyed as a mattepreserving the
“culture” or “character” of Bandung, for examplejem the simple phrase
“preserving Bandung” is adequately convincing. Buice the local
heritage societies operate on the national levelesoonsensus has to be
reached about the common meaning of what is tarésepved in different
places nationwide. The problem is further refledtethe fact that there is
no proper Indonesian translation for the word hget The BPPI has
settled on the closest term availalpasaka (also used in its name). But
this literally means heirloom, denoting a customeoycept with strong
spiritual connotations, which makes it quite séwsiand problematic to
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apply in the context of modern heritage conservatieven some BPPI
members therefore object to using this term, ahdstbeen suggested that
they might as well use the English term and Indiamése it, like other
modern loan words, for the sake of neutrality. dotf concurrent with the
rise of the heritage societies, the English ters ddeeady become widely
used in national media and popular culture, inclgdelevision shows and
fashion store names. It is thus familiar amongltft®nesian public, who
are now accustomed to using the foreign concepdegignate what is
theirs. This is another instance of the “globalalécnexus, and it
illustrates that debates about translation andnidiefn are more or less
bypassed in the public sphere at large and caromgel be subjected to
the control of any cultural or institutional gateker.

Yet the heritage societies have made significantridmutions to this
process. In that regard, their most important acmneent is the
demonstration oémotional re-engagement with and collectipassion for
heritage, which formerly suffered from a dry andl dimnage but is now
enthusiastically embraced by the general publics thus fitting that they
often refer to their common cause as “spreadindnénggage virus,” first in
one’s local surroundings, then throughout the matémd ultimately within
the state. The idea is that people will get “inéelét with the “heritage
virus” and come to share the passion for heritageservation once they
get the chance to personally experience its inaéwev This idea is also
expressed in the promotion of “Archipelago Trailahich is one of the
spearheads of the BPPI's programme. As the websjilains, these trails
are for “students, researchers and tourists witlspacial interest in
heritage, or those who would like to study traditibdance and music or
local culture,” offering them a chance “to meet estp and stay with local
people in modest accommodation.” For Indonesia,inagthis is a
groundbreaking initiative. However, the quoted axgltion of this
heritage trail reveals two criteria that limit teeope of what it intends to
accomplish. First, it is intended for special is&rgroups, who are already
well-disposed to heritage; second, the emphasisgan on traditional
“archipelagic” cultures, in the sense as is alreakploited by the
government for purposes of national identity tuitand tourism promotion.
So long as the format of this heritage trail reradaithful to official Maps
of heritage, it remains to be seen how far theusjit at least through this
medium, can spread among larger and more divetdepu

In contrast, in the youth trend of heritatgering the Maps of heritage
tuition as well as heritage tourism are radicatlyerted, as | will show
below. Yet it should be stressed that the youthdrie not unrelated to the
rise of the heritage societies; in fact, some ef dtganisers are also
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involved in the BPPI and other professional hedtatatforms. Likewise,
the youth trend is not totally unrelated to maieain heritage tourism
either. For what | refer to as “mainstream” is litsa postmodern
phenomenon, part of a contemporary global “heritagmm.”

From Jayakarta to Batavia: (Re)Mapping Jakarta’s
Old Town

As the seat of the VOC (United East Indies Compamg) then Dutch
East Indies administration, Jakarta’s Old Town usedoe known as
“Queen of the East.” But even in its colonial heysléhis swampy district
was soon abandoned by elites for healthier areathd@osouth. After
decolonisation it was completely left to crumbleddnesian leaders were
keen to forget the colonial past and focused ofudingj the new nation, for
which the capital city Jakarta was redesigned iotmlise the postcolonial
course of “modernisation-rooted-in-tradition.” Eir@resident Sukarno
filled the city with magnificent monuments depigfimational struggle,
often with reference to a precolonial “golden agépowerful indigenous
empires, as well as internationally oriented buifgi such as the grand
Hotel Indonesia. His successor, Suharto, addedtugpevays, skyscrapers
and shopping malls to the cityscape, as well astoomal theme park,
Beautiful Indonesia in Miniature, where the natiomaotto, Unity in
Diversity, is depicted through the display of traion’s “cultural peaks.”
This new cityscape was mostly constructed southsyarder further away
from Old Town in the north, which consequently breeaa rundown
district for the urban poor, a ghost town at night.

Yet while the Old Town was not included in the posbnial cityscape,
neither did the authorities bulldoze it to erase ttemory of colonial rule
once and for all. The authorities were rather uasdirwhat to do with this
place, which is indicative of the discomfort of thiew Order memory
discourse vis-a-vis the colonial past. AccordingSimler and Strassler,
“the reticence about the Dutch colonial regime” Inagch to do with “the
New Order state’s own eerie resemblance to it” (2a4@), which was not
something the government wished to emphasise. Ywdewhe colonial
past was thus downplayed domestically, the govenhmaeognised its use
value in the burgeoning global industry of heritagerism, seeing the
success of other postcolonial nations, such asaporg, in exploiting their
colonial heritage. Hence, in 1972, Jakarta's Oldvitowas officially
designated as tourist destination and conservatom, largely owing to
Governor Sadikin, who ordered restoration of thetcBuCity Hall on
Fatahillah Square which then became the JakartdomdisMuseum.
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Thereafter, however, little else happened. It sthdaé remembered that
Indonesia already exploited a rich stock of sudcédeurist destinations

through the official doctrine of Cultural Tourisech signifying “cultural

peaks” on the Map of National Heritage, which haal place for the

colonial past.

Yet with or without official promaotion, it was inéable for colonial
nostalgia tourism to occur, considering the sentimentaldibletween the
former colony and coloniser. If Indonesia was estic in the Netherlands
there was less hesitancy to reminisce the padterf@merald girdle,” as
the former colony is fondly recalled, and a richstadgia industry has
flourished since the moment of Dutch retreat frdme tndies till the
present. This nostalgia did not simply hark backnmurning over a “lost
empire,” as some critics suggest. Rather, it d@wg continues to draw,
on personal memories and mementos of the “good bfeerseas, as
captured in photo albums, family belongings suctr@sical furniture and
art collections, old family recipes of tropical loés, and so on. And while
“colonial chic,” as part of current “retro-chic” ghions (Samuel 1994), is
exploited by designers and other industries to fe@#d consumerist
desires, this is not what drives the unique typeoairist who visits a
former colony to take a trip down memory lane draee the traces of
parents or grandparents in a personal genealogigedt. This personal
dimension explains why colonial nostalgia occupéeselatively small
niche in the market of heritage tourism. In Indéaget is mostly confined
to the city of Bandung, 180 km south from Jakanthich used to attract
the colonial elite for its cooler climate and bimjl cultural high-life,
which gained it the name “Paris of Javarourists who visit Bandung for
its colonial traces are usually also inclined teitvlakarta’s Old Town
while on transit in the capital city; thus Old Towras always seen
scattered tourists, notably from Dutch descent,dgang around the area.
With any tourism infrastructure lacking, howevdrese tourists are left to
their own devices.

Official steps to create a tourism infrastructurer fOld Town
materialised only in 1991, when a masterplan wsiseid for development
of the Jayakarta Heritage Parknterestingly, this refers to the town’s
precolonial name, reflecting the state’s policyhtghlight the precolonial
“golden age” and silence the colonial past, eveudgih the planned Park
was centred in the colonial district. Colonial ege was absent in the
masterplan, which rather focused @mdigenous sites. However, the
Jayakarta Heritage Park was never realised.

Over ten masterplans for the Old Town have sinen lissued, mostly
focusing on practical problems such as traffic estign, pollution and
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crime control, while evading conceptualisation leé district's historical-
cultural significance. Each of the plans also thithie to bureaucratic red
tape and lack of consultation with local stakehmdd-rustrated by the
slow developments, in 2004 local property ownerd haritage experts
founded Jakarta Old Town Kotaku (My City), an ongation striving for
the revitalisation and preservation of the areaa iresponsible manner.
Since then there have been numerous meetings sristhie. The name
Jayakarta was replaced in the official tourism dlisse by the colonial
name Batavia to highlight Jakarta’s cosmopolitagins. Clearly, by now,
the Zeitgeist of reforms neatly combined with global models wiitable”
cityscapes, which typically include a historicalardal quarter and an
ethnic quarter to boot.

A bold plan in that direction comes from Jakartaswn Governor,
Fauzi Bowo, who actually grew up in the area andeoeer holds a
degree in city planning, so that many hold highdwfhat this time the
plans are for real. His plan proposes a historicahservation and
economic revitalisation project for an 845-hectarea divided into five
zones—Fatahillah Square, Sunda Kelapa, ChinatdwenAtrabic district,
and a residential/office area—envisioning treedipedestrian streets and
small parks, boutique hotels and shops, wine lzgrartments in restored
Dutch-era buildings and office space in renovatetiin€se-style
warehouses. To kick-start the project, in 2007 itp@” streetlamps and
cobble stone pavements were installed at Fatah8lgilre and adjacent
alleys, and a new two-day “Old Town Tourism Attiant Festival” was
initiated, with traditional performances and pamadiem various ethnic
groups, including Chinesbarongsai and a living display of models in
Dutch colonial costum@ln 2008 a traditional cooking contest was added
to the festival, in which contestants prepare ameod a list of ten “local”
recipes, which among Indonesian dishes includedthestek (beefsteak)
and Japanessukiyaki. Antique bicycles and cars were also on display,
offering visitors a ride around the square; all m€#o ignite a sense of
nostalgia through all the senses; through the siftie old buildings and
old cars, and the taste of traditional and incregigi rare foods.”
Interestingly, a “sense of nostalgia” was achiewsd highlighting the
hybrid nature of Jakarta’s past. From postcolonial glatfon of a
precolonial age the formula thus shifts to postmodéisplay of cultural
mixture and diversity; the perfect image for thelgll “gaze” of tourists
and investors.

Yet there is also criticism. Members of Jakarta Qldvn Kotaku
complain that the project ignores basic infrastitadt problems (such as
lacking public facilities, parking and public trgmstation problems, and
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poor waste management), and that clear guidelioeshe maintenance
and development of the 283 buildings listed in ¢baservation zone are
lacking, while the physical structures keep detatiag to the extent that
some walls have already collapsed, killing pasbgfsA more fundamental
problem concerns the lack of involvement of locaienunities. The city
council takes pride in its policy of free admissitmall the Old Town
festivals, implying that they are meant for locaidences as well as
foreign tourists, but this puts “locals” (mostlyming from outside the
area) in the role of spectators at best. Any conitpumetoric in the
planning has been largely gestural. As Dicks argudxan redevelopments
aimed at “producing visitability” often rely on theeoliberal notion “that
community benefits are produced through the tricldevn effect of make-
overs, but there is little concrete evidence thi occurs.” (2003, 74). In
contrast, such redevelopments usually lead to ifieatron and hence
eviction of poorer residents from historical distsi Jakarta’s Old Town
has not reached the gentrification styge and for now local businesses
appear to profit from growing visitor numbers. Fotample, bicycle taxi
riders who usually serve local residents cheaply ment out their old
“antique-style” vehicles for Rp. 20,000 an houmtadle-class Jakartans
(notably wedding couples on their photo shoot) veimjoy a “historical
European” sensation in “stark contrast to the detsvorld of malls, high-
rise buildings and busy traffi¢.But it remains to be seen how the bicycle
taxi riders will fare once they are regulated. Tifcial plan is to limit
their numbers (now swelling to fifty on weekendsidao create a pool
station where licensed riders queue up for passenges in a regular
fairground attraction. Regulation is part of a mex that transforms
everyday spaces into capital assets, and this édems led to local
community participation. At some point in the Oldwn’s redevelopment,
again resonating with global processes, rising [@ty is not unlikely to
herald the decline of the actuatale.

Touring and play: Remapping memory,
recapturing locality

For a significant part, the Old Town’s rising pogmily can be
attributed to the new phenomenon of youthful hgattéouring, which has
put the place on the “map” of metropolitan leis{@ad learning) spaces
rather than merely that of official tourist destinas. At the same time,
youthful Journeys partly wrest control of the pldiaam the official tourist
Map, by challenging its thematised spatial orgdinseof the past through
play. Indeed, tourist-historic city planning and youthheritage touring
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represent “opposing tendencies” in global postmoitiés heritage
culture, the one replicating tried and tested “téghes of interpretation
and theming,” the other bringing into play “techmég of collage, pastiche,
irony and fragmentation,” to paraphrase Dicks (20Q3). Youthful
heritage touring partly fits Urry’s (1990) analysithe “post-tourist” who
plays at various roles during travels and engagésdic manipulation of
commodified signs as suits personal desires, rdltaar following official
tourist scripts. It also fits Nuryanti's (1996, 2361) description of
“postmodern tourists,” whose travels represent rfjeys of self-
discovery” in creative manners, using “the powerttodir intellect and
imagination” to construct “their own sense of higtgplaces.” Between
ludic manipulation and creative self-discovery, ifagre touring is now,
above all, immensely popular in Jakarta.

The young people at issue are mostly (upper) mididies students and
young professionals, who organise themselves wrimdl, largelyvirtual
communities of “history and heritage lovers,” agythcall themselves.
Through virtual media (i.e., weblogs, webzines, Imglists and social
networking sites such as Facebook) they shareatestlnews in recent
heritage matters and controversies, and inform estbler of the less
familiar and silenced stories of the (colonial, tgotonial and pre-
colonial) past, notably stories related to particylaces. This concern
with places of course relates to their principalvéy which is conducted
in the real, material world of historical localeghere they frequently go
out on semi-organised trails to rediscover bothilfamdestinations and
forgotten or hidden memory sites. What | call tagyétouring refers to the
virtual and spatial practices combined. It is abexploration, adventure,
pursuit of “DIY knowledge” and self-discovery. Abewall, it is about
play, both in Urry’s sense of ludic manipulationsifns and in the sense
of pure collective fun, which also explains thesenmunities’ phenomenal
growth among youth. However, this is not to say thay lack “serious”
elements; they do espouse a serious vision andomiésr the future of
the past.

Youthful heritage touring covers a broad spectriehnveen “serious
play” and “playful seriousness,” as is illustratbg two of its leading
exponents. A “learning throughn” approach is the foundation of the first
community of this kind, called Museum’s Best Frigfsdhabat Museum),
also known by its abbreviation Batmus (as the cobook character
Batman, so members explain), which was founded0®22by a Dutch
letters and history student at the University afdnesia (Jakarta) as a way
of doing what he likes to do best, exploring thg’'sicolonial history, and
spreading this interest among “mall-addicted fretfd A slightly different
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“fun in learning” approach characterises the Indonesian History rGonity
(Komunitas Historia Indonesia), or KHI, which was founded in 2003 by a
history student at the Jakarta National Univerditycombat the general
lack of interest in history among youth who oftemsider it to be boring.
The KHI's mission is to convince them of the oppesihat history is
exciting, inspiring and fun, and to that aim it angses various activities—
besides heritage trails, these include workshajms,datherings and book
discussions—that are both “recreational, educatiand entertaining,” so
as to make history “easier to digest and remembed to create “an
atmosphere where history sticks to the heart.” Bhgective is self-
education, so as to “nurture critical minds withgaed to national
matters.* The difference between “learning through fun” difign in
learning” is mostly semantic, however. Both comniesi achieve the
same thing; creating new avenues for history amitdge appreciation
among younger generations in a manner not providedby formal
institutions. In that regard it is interesting tote that the founders of both
Batmus and KHI were previously involved in the offil heritage trail of
the Jakarta History Museum, the Old Village Traligata Kampoeng
Tua), which was organised between 2002 and 2005 asobahe Old
Town redevelopment project. The approach of thai# was considered too
“government-style,” however, and therefore the ehid decided to
organise heritage trails in their “own style”. Nolmgth communities boast
a loose membership of two to three thousand “hjsémid heritage lovers”
(registered on mailinglists and social networkinggs, and their trails
usually attract one to three hundred, sometime® nparticipants.

Over the years, many similar youth heritage comtremihave been
initiated in Jakarta and other cities throughouloimesia, such as Bandung
and Medan. There is much interaction and cooperaiong the various
groups, but each plays up its own style of heritaggnts and thus attracts
its own, though often overlapping, following. Promant groups such as
Batmus and KHI often take leading historians oreotbxperts with them
to serve as casual guides, especially expertsdal land controversial
histories, such as the leading authority on ClamsNuslim relations in
Jakarta, Alwi Shahab. The KHI is also known for ‘i@ld Town night
trails and sleepovers”. In 2009 it hosted “the Wl first museum
sleepover” in the Mandiri Bank Museum near FatahilSquare, and in
2010 it organised a sleepover in VOC warehouse$ding a midnight
trail across Old Town and early morning cinema lfvihe Dutch feature
films Max Havelaar andOeroeg, about different aspects of tense colonial
relations in the Dutch East Indies). Batmus is knder the highly casual
atmosphere of its heritage trails, which are fiflynrnamedPlesiran Tempo
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Doeloe, thereby appropriating the Dutch word for “fup|ézier, as well as
playing up the irony of the tertempo doeloe as the key term in Dutch
colonial nostalgia discourse. Batmus is also knfawrits trails beyond the
city borders, to museums, historical places and omgrsites across the
country and abroad (e.g., Singapore, with plansédonial heritage trails
to the Netherlands). Other groups are known foir thatch-era costumed
re-enactments, thereby serving as the stock prowafieolonial costumes
and paraphernalia for other groups. There are mumseother variations,
but the quintessential common characteristic i$ thase youth heritage
communities play up a sense of youthful open-mindsd, enthusiasm
and fun in their various interactions with histaagd heritage, which is
how they, confidently, distinguish themselves frathmer (commercial,
institutional, “government-style”) types of heriagourism and heritage
promotion.

In a typical youth-style heritage trail, participafirst gather in an old,
unused building in the Old Town for registratinafter which they
receive a badge and a packagetafpo doeloe food inspired on the
eclectic Indiesijsttafel (rice table):* While enjoying this meal in a casual
atmosphere, often seated on the flodengpo doeloe film or documentary
is shown, such as old footage of colonial streetnss, which is
commented upon by an invited guest expert or kndgdable community
member. Then they head out on the streets. This ggoundbreaking
phenomenon in itself, considering that the (uppmijidle classes in
Indonesia are conditioned to avoid the streets—wu#hdirt, heat and
manifold dangers—and move through the city in ainditioned cars. But
as true history and heritage lovers they are vgltim brave the streets now
and walk amidst the Old Town’s chaotic traffic ameste stench. Along
the trail they take video shoots and snap shottheflocale, at times
wandering off in smaller groups, exploring alleyadacrawling in
buildings to get a better feel of the place, whistening to the stories,
asking questions and arguing about occurrencesrtic buildings, street
corners, squares, bridges, or any other locatissquh along the way.
These stories might be told by the invited expeattdiso by local residents
such as old shop keepers, who can narrate thgective experiences and
convey local knowledges which the participants donéver learn from
conventional sources, be it national educationyentional heritage trails,
or even the internet.
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Figure 9-2: Organisers of mpo doeloe trail in Old Town dressed as Dutch-
colonial meneer and soldier, on antique bicycles borrowed fromNtendiri Bank
Museum. Photo: Yatun Sastramidjaja

This emphasis on local particularities and apptegiaof local voices
resonates with global trends for “local history,8 #@he authority of
National History, with its abstract spaces, is dapidwindling. As De
Groot notes: “Key to local history is a sense dodcgl, and a desire to
understand the narrative of that place: ‘Every kobas a tale to tell’,”
while this desire to understand is vitally unden@d by direct experience
and a sense of discovering the place by oneselfiowi “imposition of
historical meaning by cultural and institutionaltejeepers” (2009, 63-
64). One of the consequences of this quest forl lbisdory is that it
overflows the parameters of official “visitable"tess, which are clearly
demarcated by physical markers that serve to marthe official
interpretation. The youth heritage communities dso avisit official
sites—e.g., the Old Town’s famous Intan Bridge, &urkKelapa port,
archaeological sites, museums, etcetera—but theadsy the official
markers by bringing along their own stories andrtbe/mn expectations of
stories from experts and community members corgutte the spot.
Moreover, the intent is not to visit a site in arde strike it off a preset list
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of “places-to-see” (“been there, done that, ancehaietures to prove it"),
but rather to instil awareness of the place as phtheir own heritage,
territory and identity, thus inscribing a new semdebelonging into the
various places. By also touring places off the M&fvisitable” sites, they
cross the boundaries of official national heritaigeritory and identity as
well.

A good example is the rediscovery of local Chindsstory and
heritage, which has long been suppressed as “alienthe Map of
Indonesian nationhood. This has formally changethéera of reforms
through the efforts of President Wahid, who finaglyanted the Indo-
Chinese (so-callecperanakan) community full Indonesian citizenship
status. From then on Chinese identity has becommanebly visible in
urban space, yet this “visual emancipation” is iyostylistic and festive
in nature. This is reflected, as noted above, emample use of Chinese
heritage signs such as tharongsai lion dance in the Old Town festivals.
It is also reflected in shopping malls, with theeriof stores specialising in
chinoiserie, and notably during Chinese New Yeahemv malls are
copiously decorated with red ribbons, Chinese fasteand gold-foil
wrapped gifts, reflecting postmodern desires fathrie-chic.” But the
youth heritage communities refuse to accept thenceroialisation. As
KHI stated in a recent newspaper article: “If mpebple went to malls
and other fancy places to celebrate the Chinese Yeaw then we want to
do something different... to see a side of Chinesihesian culture that
most people never experiencé.Hence, they went to visit “rarely seen
Chinese culture in Tangerang,” a town near Jakprtajing their objection
to the commercial rush by taking public transptotget “a sense of the
everyday lives of those living and working in amdwnd Tangerang.” In
addition to visiting old Buddhist and Hindu templess examples of
historically-rooted religious pluralism in this pl@minantly Muslim town,
they visited farming villages; talking with locasidents while tracing the
villages’ colonial history and etymology, and lgstheeting a Chinese-
Indonesian artist who related local stories from tmique point of view.
For most of the participants this was an eye-opgaiperience. Likewise,
Batmus frequently tours historical Chinese-Indoaessites in Jakarta,
such as graves of colonial-era Chinese officerdjighlight the silenced
contributions of Chinese-Indonesians in “buildingt®via” and making
their city into what it is today. Rather than famiable items, the local
Chinese history and culture are thus recognisedappdeciated as part of
theirs.

Although in a different manner, a similar proce$geaxognition also
befalls the Dutch-colonial legacy. Indeed, the nmg-catching element
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of the youth heritage trails in Jakarta’s Old Tawolonial heritage play,
especially the costumed part. Besides the earl@mtioned costumes of
“Javanese princess” and “Dutch coloniadeneer” (“mister,” always
dressed in white suit and hat), another populatucas is that of “Dutch
soldiers” (who always come in numbers), completin wifles and trumpet
horns. Also, occasionally a participant plays theemablekoelie or slave,
complete in loincloth and chains. As mentioned, s@roups specialise in
colonial role-play; they keep costumes and parapier in stock and
frequently engage in historical re-enactmeal)eaux vivants, or simply
costumed parties. Is this a case of the postmdadieamatised society,” of
sensationalist events that strip the past of igohical and emotional
significance; or is this an instance of DIY, grasts enfranchisement? |
argue that it is neither of both. What complicatestters in this case—
compared to scripted re-enactment of historicatldah Europe or the
U.S., for example—is that the play with signs af tbrmer colonial ruler
is conducted by descendants of the formerly coézhisvhich is, to put it
bluntly, like “Indians” playing “cowboys”), yet wliout specific attempts
to either appropriate the colonial power by asdasia(to briefly “be”
those in power), or to rewrite history so that thibjected come out as
history’s winners. Indeed, the playusscripted.

Rather than reproducing familiar narratives, ashim West-European
historical re-enactments referred to by De Grdwm, ¢olonial role-play of
postcolonial youth has the effect of disclosing amclaiming what Stoler
and Strassler call “subjected knowledge” of colbnige; knowledge not
yet moulded into established narrative form. AdeStand Strassler (2000,
15) argue, the New Order-raised children and graitadten of formerly
colonised Indonesians not only knew little about &lso seemed to care
little about the older generations’ stories of cidd rule, because there
was “no common script ... no audience and no forumthieir telling.”
Such a forum has not been provided by the recenketiag of colonial
heritage in the Old Town tourism redevelopment ezittNow, though,
through their own mode of heritage touring, thetgd¢sw Order-grown
grandchildren and great grandchildren are begintningediscover this
subjected knowledge, and as their play reveals tleethis on their own
terms. Play enables them to reclaim this subjektedviedge, first, before
accepting its narrative. It enables them to recawsold stories before
their official utterance, before they are mouldedtoi a narrative
appropriate to the Map of National History. Theypthus also reflects a
deep distrust of the totalising claims of Histohy.contrast, as De Groot
(2009, 108-109) notes, “the postmodern play inviblte re-enactment”
does “not claim total understanding” but articuatawareness of historical
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contingency and multiplicity” and “rejection of aogitivist ‘whole’
identity.” Indeed, a striking effect of the colohiale-play is that official
identity-categories are completely turned upsiderjand the boundaries
between “our” Indonesian-postcolonial and “theirtitbh-colonial past are
jumbled with. It reflects Urry’s notion of ludic mgpulation of signs, yet
more is at stake here than irony and pastiche. mkybe sheer fun of
dressing up as a colonial soldier and waving ae,rifhe role-play
articulates that they do care about the coloniat.da fact, often the main
“attraction” of the event is that they approach rbers of the older
generations to discuss their subjected experieotésat past with them.
The colonial dress and paraphernalia brought afoag thereby also serve
to clear up the reticence and trigger more stories.

Figure 9-3: A Dutch-colonial soldier braves the atia streets of Jakarta’s Old
Town. Photo: Yatun Sastramidjaja

Whether it is Chinese, colonial or other subjectastories, their
rediscovery ofmultiple histories within the same cityscape—or more
significantly within the same nationscape—entailsemapping of the
memories existing within this territory and hencediaruption of the
official spatial organisation of Nationhood. Witls istress on lively story-
telling and multi-vocality, youthful heritage tong is predicated on a
rejection of totalising grand narratives, simplycaéese these do not
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resonate with their own metropolitan lifeworlds as&hse of belonging in
a complex city. In that regard, colonial heritagaymot even be of
specific interest to most participants as a syrictllonial—or even strictly
historical—category as such, but most of all ast pdrthe uncharted
terrains of the urban space in which they feel thelpng and wish to root
themselves by getting to know it better in its fdlmensions. This re-
engagement with the multiple heritages and hissaofetheir city not only
entails a renewed attachment with place but alsmase subjective
experience of the past, which has now become p#ned lifeworlds.

Figure 9-4: A final group photo at the famous InBridge at the end of the trail;
with almost 500 participants, several photos aezlad to capture the whole group.
Photo: Yatun Sastramidjaja

Cybercommunity looking for place:
Fad or trend with a future?

The youth heritage communities are quite well-avthaé they represent
a different movement. As noted above, many organisers areiralstved
in official heritage platforms, yet at the samedirthey prefer to keep
themselves detached. It is often felt that formatitutions or professional
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organisations are “totally stuck in elitist, buregatic discourse,” as one
organiser put it. In explaining to me the differeraf his approach, he also
made an interesting comparison with heritage sesiéh Europe and the
U.S., which he had recently visited.

“What struck me there was that they're all reallg, ahostly over the
pension age. To say it disrespectfully, it's likey have too much time on
their hands. You can see it in the way they opetate far too slow.
Westerners talk too much. They have all the fundkeir disposal and still
there’s no action. But it's the same in Indonesih;talk and no action.
People are stuck in a discourse of ‘ah, the goventrshould do this’ and
‘oh, the government has to do that'. But | prefdt. Kennedy’s saying,
‘don’t ask what your country can do for you, askaivifou can do for your
country’. So Ido something for my country, by making the kids awafe
history and making them like museums. The diffeeehetween [official
programmes] and us, is that we ‘Jdstit’, like the Nike slogan! | can hold
meetings and launch campaigns all the time, omlroabilise the people
out into the streets, and do that fast; | use nlypd®ne or email and the
rest goes word to mouth, | can make them go out exglore for
themselves what the fuss is all about. ... | creatgoaip, someone else
creates a group, and the participants keep floiririg

This attitude has proven its worth; participanteég flowing in,” and
the heritage trails have also become popular watteifin tourists and
expatriates looking for an “insider experience” thi¢ beaten track, as well
as with parents “infected” by their children’s emsfasm. The youthful,
non-“government-style” practice of touring is evitlg an effective
medium for the rapid spread of the “heritage virdsd the success has
not gone by unnoticed to the lifestyle industry.eTlbcal branch of the
American coffee-chain Starbucks has offered someathycheritage
communities its sponsorship, and considers settingshop in the Old
Town itself. Other businesses also appear to beere&my establish
themselves in the new “place-to-be,” and more anderpop music video-
clips and TV-shows are shot in the Old Town anckptiistorical districts.
In addition, the founders of Batmus, KHI and othprominent
communities have appeared in popular media suthTag Cosmopolitan
Radio and various popular youth magazines, as wasllin leading
intellectual newspapers and magazines. In shorth kbe historical
cityscape and its young re-discoverers have be@oreal phenomenon.

But the success has also gained them much sceptidlany critics
(including professionals in the new heritage sie®targue that it is “just
a fad” for a “bunch of rich kids playing a lifestyame.” It is undeniable
that this movement is mostly confined to a highlyhie class of
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culturally literate “cosmopolitans,” who easily mobetween virtual space
and material places, and that this necessarilyudesl the large majority of
young Indonesians who lack the means and cultagital to participate
in this cyber-community. It is also undeniable tha youths concerned
are highly sensitive to fashions, making criticsnder which fad for
costumes will replace this one next year. Howetlex,costume play and
emphasis on fun should not be mistaken for sigrth@tuperficiality and
sensationalism that characterises postmodern berttalture at large. As |
have tried to explain above, much more signifidasties are at stake. As
the founder of Batmus stated, “Yes, we are tregglys in the sense that
we have initiatedsomething that has become popular, even beyond my
wildest imagination, but, no, that doesn’t meart tités something is a
trend in the sense of something fleeting; | truly bediehat we're trend-
setters of a new movement of awareness.” This r&ate suggests that
there is also an element of activism involved. Bdienany groups engage
in social action in those places which they regularly tauch as Old
Town, helping to empower local residents in his@aridistricts through
various projects, including setting up small busses to profit from the
growing stream of tourists. In addition, contrany the charges of
exclusivism, there are special occasions for yofitdm urban poor
communities to participate. For example, during jesar’s fasting month,
KHI organised a special heritage trail for a graafpsome 100 street
children in Jakarta, leading through the Arabidrdis and old mosques;
not only to educate the children and entertain (@iterwards feed) them,
but also to give them a sense of being includetiérsocial atmosphere of
the Ramadan month. This type of action is a cleample of their hands-
on approach (“Just do it"), but the element of\astn lies deeper than
that. It lies in their sense of being trend-setiersocial change indeed.
Yet critics still wonder about the lasting impadttbe youth heritage
activities, either in terms of expanding understagdof history and
heritage for society as a whole, or in terms dingseffects in these young
people’s own life as future adult members of sgciatthough it is not my
place or intent to “defend” the praxis of heritségaring and play against
(partly valid) criticism, it is important to reitete that it is more
consequential than is often assumed. As for theribotion made to
“society” (one may ask, then, which and whose gsgribe society of the
state, the society of the heritage societies, tlogesy of themselves, or the
society of local communities?), | will not repelé tpoints already touched
upon in the discussion above in which various vabidtributions may be
recognised, not least of which is genuine re-engege with, and
disclosure of, subjected knowledges. Here, | wistemphasise that the
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(decidedly modernist) notion of “service to soctag/quite evident in the
idea of “doing something for my country’—not “gowenent-style,” though,
but “JFK-style”'—as articulated in various waysdéed, what struck me
most about this youthful movement is that the ersghan historical
plurality and local specificity, and rejection ofaalising Map of National
Identity and History, actually breeds stronger sense of nationalism
among them, increasing their sensenafional pride. This is not only
attested in the growing popularity of the heritagals, but also in the
passion with which they discuss public controversigated to historical
sites on internet forums.As they learn and experience more histories
about their city and country—particularly compliedt and contested
stories as told by multiple voices, and played vayhthemselves—and as
subjected knowledges hence become subjective kdgeleheir sense of
belonging is also expanded. In turn, this may, dods, increase their
support for, or stimulate active participation ifinon-exploitative)
conservation efforts, oral history projects, locammunity programmes,
and so on. In fact, the effects are precisely vthatBPPI is striving for,
with the difference that the problem of translatiand the dependency on
the official discourse and Map, is easily bypassetthese young people’s
emphasis on their “own style.”

Finally, as for their future trajectories—and thapiicit claim that their
playful activities are passing, and will come toerd once they reach a
“serious” age and have to do “serious” work—it dlobe stressed that
many of the organisers and participants are urityagsaduates and young
intellectual professionals already (in fact, some part-time university
lecturers), who are accustomed to “serious” worlk @search. Organisers
often spend weeks in archives preparing for a, tnathmaging through old
newspapers and manuscripts, mulling over diffepmints of view, and
sharing thoughts with leading authorities. Yet ahh they go out and
socialise. As one organiser exclaimed, “Why cardbl archival research
and play football games on my Playstation with friebd&hy can't | love
historyand spend time in malls? This kind of division is stzspé.” Indeed,
“playful seriousness” and “serious play” illustratbat the division
between the modernist notions of learning and veor#t postmodern play
dissolves in the practice of heritage touringhlétis a trend with a future,
it is a future made in practice.
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Notes

! This chapter is an adapted version of a chaptenyirforthcoming book on the
global-local dynamics of Indonesia’s heritage-scaplich is part of the NWO-
funded research project Globalisation and Culthieritage at Erasmus University
Rotterdam. | wish to thank the project leaders NaitHalbertsma and Alex van
Stipriaan, as well as co-editor Patricia van Ulaed referent Wiendu Nuryanti,
for their helpful comments.

2 Interview, 20 February 2008, Bandung.

3 See Sastramidjaja 2010 (chapter 6) for a mordleetdiscussion on the BPPI's
activities.

4 Today its main attractions include Braga Streétere® many shop fronts from the
colonial era (including their Dutch names), havena@ed intact, and the many
vestiges of colonial “tropical art deco” architeetuhat have survived the thrust of
modernisation, largely owing to the efforts of Ibaechitects who then founded the
Bandung heritage society.

5 The following citations are taken from the officiaublication of the masterplan
(Yuwono and Rachman 1992).

® Other featured performances include thdel-ondel dance from the local Betawi
culture, kuda ronggeng dance from West-Javagog ponorogo dance from East-
Java, Portuguese-inspird@roncong tugu music, andzapin and gambus music
from the Arabic community.

7+Old Town festival offers visitors rare recipedgkarta Post, 7 November 1998;
‘Jakartans cook up old traditional recipeklkarta Post, 9 November 2008.

8 :Owners want their say in Old Town developmed4iarta Post, 4 August 2008.

9 ‘Antique-style bikes find new life in Old TownJakarta Post, 13 December
2008.

19 |nterview January 2008, Jakarta.

1 Quotes are from their website, www.komunitashiatorg, and personal
conversations.

12 participation in these heritage trails is usualy confined to members; anyone
can join, provided that they are prepared to inieghe with the group. As non-
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profit endeavours, the cost of participation isilthately low (Rp 30,000-50,000,
or less than US$5,-, for a trail in Old Town, irdilng lunch and refreshments),
mostly covering expenses only, although this i§ i beyond the reach of the
majority of poorer residents.

13 This tempo doeloe meal also relates to a broader revival of tradélofood in
Indonesia, which is replacing McDonalds and Kenyu€kied Chicken as the
favourite cuisine of the (upper) middle classesvjmusly traditional food was
mostly associated with lower classes.

14 ‘Dear Jakarta: forget shopping, and live histgrykarta Globe, 21 February
2010.

15 See Sastramidjaja (2010, esp. chapter 7) for ebesmpf recent heritage
controversies and conflicts which also triggeredcmuliscussion among these
youth heritage communities.






CHAPTERTEN

MEANING IN CHAOS?
EXPERIENCINGCULTURAL HERITAGE
AND THE CHALLENGE OF THEPOPULAR'

MIKE D. ROBINSON

Introduction

Matthew Arnold’s seminal boolCulture and Anarchy(1971), first
published in 1869 has long been identified as pigating an idea of
culture as form of human ideal. In an era of ramidial and economic
change and growing commercialism, Arnold mobilistaissical Hellenic
and Roman notions of culture as the pursuit of quidn and the
obligation towards wider society defined by staddaand the aesthetic,
intellectual, and moral capacities upon which swthndards were
founded. For Arnold, surrounded by the rapid exjmmef the middle and
lower classes, culture, tradition and educationewesld to be essential to
the maintenance of an ordered society. The aliematas disorder; a
form of anarchy which Arnold suggested would flowrh the increasingly
powerful but under-educated, materialistic and &ulgiddle classes. Such
arguments have displayed a remarkable resilienes the years. They
have morphed and melded with post enlightenmenmeis, neo-
romantic yearnings for, and re-workings of, thessieal traditions of
Greece and Rome, and have been exported via th@rioeic discourses
of colonial conquest and imperial control. For manthough | cannot
pretend to know what is meant by ‘many’ — the tecoiture is still
interpreted as an ideal; a state of being educatea long, ostensibly
European, tradition which privileges the histotigstorical continuity, an
aesthetic sensibility geared to the romantic anel ‘tbxtra-ordinary”.
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Arguably, the notion of heritage as the “inheritddis emerged in part to
perpetuate such a tradition.

In this chapter | explore what | consider to beeamagining and a
resemanti-cisation of heritage in the public readlrdiscuss the idea that
“traditional” notions of cultural heritage are ctanstly being challenged
by a re-drawing of boundaries which are increagingiclusive and
accessible both physically and intellectually. Asts meanings of heritage
are being re-worked as is the role of heritagetsmiider socio-cultural
context. Effectively “heritage”, at least from theerspective of the
developed world, is expanding at a dramatic rafecddrse, beneath this
observation lies a complex web of questions regagrtiow wechooseto
define heritage and how such definitions are dritbgnshifting social,
political and economic landscapes. At the same tihee audience for
heritage is also expanding in the form of incregsimmbers of tourists,
now from all corners of the globe. Following the rwoof Dean
MacCannell (1976), | see the tourist as providing ethnography of
modernity; a means through which we can observe amderstand
everyday life and practice. As MacCannell remindsThe thing he [the
tourist] goes to see is society and its works.” ¢@annell 1976, 55). In
seeking to understand the meanings of heritagetardynamic role as a
critical category in societies we need to not asthgerve tourists and their
behaviours at heritage sites as respondents, faiteaamine how tourists
and the structures of the tourism sector are adtitee construction and
inscription of heritage.

As a dominant force of contemporary global mobitiyrism provides
us with a useful framework to understand the chanforms and formats
of heritage. Tourist encounters with, and expegsmuf, the “past”, allows
us to interrogate the values and meanings whiclyiaen to it. | suggest
that in observing and reflecting upon the realit@fstourism we can
identify a rupture in the longstanding position @iltural heritage as
something universal, “traditional”, even moral, ttee point where the
guardians of the past — policy makers, curators)agars etc. — are having
to re-evaluate their roles. Tourists provide an amable and potent
market for the past, but the shifts in the wayd thexitage is being re-
conceptualised are symptomatic of something farensignificant than
simple responses to market pressure. Tourism akeaomenon of a
modernity (merging into “hypermodernity”), providéssights into the
wider condition of culture and society and, thecplaf “heritage” within
this. | argue that for many within the developedridiotourism, through
the modes of both production and consumption, ples/us with a critical
means of exploring and negotiating the past; a semmnch cannot be
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easily denounced as representing a minority oféste or, in the portrayal
of tourists as some non-reflexive “mass” and somelagking in “taste”. |
also suggest that the enlargement of heritage headshifts towards a
popular form is reflective of hypermodernity.

Cultural heritage morphs into cultural tourism

What we normally refer to as “cultural heritage”vigdely taken to
mean something elevated. Indeed, the vast categfocyltural heritage
occupies a privileged role within civil society. ldiscourses of heritage
permeate, more or less, a majority of practicaglan and rural planning.
They resonate with on-going debates about the ifumaif museums in
societies and, within museums, discussions on dggritplay out in
curatorial policy and development. The meanings eades of cultural
heritage are central in social policy debates iggr multi-culturalism
and how changing demographics are shaping notibrse@al, cultural,
even national identity (Ashworth a.o0. 2007). Andaistark economic vein,
choices relating to what aspects of cultural hgdtahould be protected
and conserved (or not), are increasingly undertisgrin terms of public
accountability. In all such debates tourism is éasingly an important
consideration, given that aside from its visiblersmic role, less visibly
it can be instrumental in the expression and slgapfridentities and as a
means of generating reflection on, and understgnaiinthe contemporary
world scripted as it is through the past. If weegatcheritage as a socially
coded process of representation and (generally)igodisplay then the
future of heritage is closely tied to the future tofurism and, to a
significant extent, vice versa; the site increalsifipund to the “sight”.

In the midst of the above, the actors and proces$edesignating
heritage maintain claims to be largely outside obljz caprice and
economic considerations. For instance, the calcafu8orld Universal
Value” as employed by UNESCO in the inscribing ofrid heritage
draws upon Kantian notions of aesthetic univengatiiependently of the
utility/economic value a site may have and irres§pecof its “power” to
attract tourists. However, the sort of “heritagg®fasuch processes
produce globally, reflect artistic sensibilitieoted in pervasive European
histories and romantic vision and, as such thereans observable
consistency in a type of heritage which is tangib®numental and site
specific. This is the heritage which is prioritisedd policies of
preservation, restoration and protection and istergly, it is also the type
of heritage that perpetually seems to attract &by virtue of its being
designated as being “out-of-the ordinary” but sifithin a framework
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which draws upon established conventions of orteguty and craft.
Visually “dramatic”, “spectacular” and “impressiveeéritage sites are, not
surprisingly, privileged in the narratives whichredit and inform tourists.
However, as part of the normative process of higitihg heritage in the
form of distinct sites, there is a danger thatribbness, complexities and
contestabilities of histories and local, contempprailtures are reduced to
an over-simplified set of signs and signifiers (I@aanell 1976). The
process of heritage designation through institstismch as UNESCO, and
mirrored by various national governmental agendésgsas Michael Di
Giovine (2009, 187) points out, essentially a “nuisgical ritual” of
“converting local spaces to heritage places.”

The majority of what we may term both heritage ®sdind heritage
policy demonstrates Eurocentric and ethnocentrivegand in the crude
compressing of the past into a select number afedhalbuildings, there
will always remain a danger that a more inclusitipugh decidedly
messy, heritage, is accorded less value. Howewgnly does this fail to
account for a more pluralistic understanding ofthge as it is negotiated,
produced and managed but it also this fails to aetcdor the ways in
which it is imagined and experienced by locals &nagists. Contemporary
guidebooks demonstrate this via a trend to highlidje ‘“top-ten” or
“must-see” attractions in a destination in a wagt thulfils the prescient
views of Roland Barthes (1993, 76) that guidebdgealkel, by implication,
the tourism industry) are complicit in “reducingogeaphy to the description
of an uninhabited world of monuments.”

It is important to distinguish between heritageitas managed and
presented to tourists and heritage as igxperiencedby tourists. In the
same vein we need to consider heritage as prodanddmanaged by
destinations and the heritage that is shared amerixced by local
communities. Such distinctions are of course seldeny clear cut, nor
are they static, and moreover, the dynamic anditowiltiural contexts of
an urbanised world only serves to increase the taiitigs and contested
nature of heritage around central questions sudwasrship, responsibility,
interpretation and meaning. Furthermore, in ushng term “experience”
we enter a realm, which while known and practicgges not translate
well into the context of policy.

The past is arguably the most important resourdeurnism; certainly
in relation to what has come to be known in comparance as “cultural
tourism”. The quest for the remains of the pasttigaarly the more
distant and exotic pasts, fuelled the early traoklthe elite and the
beginnings of early “mass”, packaged tourism (affgren 1999). The rise
of heritage as a serious social category has gatevrgside the development
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of tourism to the point where the great physicalkees of heritage - the
iconic sites of the Taj Mahal, the Acropolis, thgdmids, the Great Wall
of China, the leaning tower of Pisa, etc. etc.e-@most instinctively read
as tourist sites / sights. Even the most enclaeionfof beach tourism
usually provides an opportunity to visit an arcHagal site or heritage
building or landscape. Clearly in the sort of exéaams given above, the
original working functions of these edifices haveeb supplanted by their
heritage function, which invariably has a powerfouristic dimension.

But even in cases where buildings such as catledeaabely retain their

original function, they now also carry powerful arseparable touristic
utility.

The idea of cultural tourism is largely understdoche a blend (often
an uneasy blend) of recreational experience, emucand aesthetic
appreciation involving chiefly, but not exclusivelynaterial culture
(though festivals, for instance, are an increagirigiportant and more
intangible dimension to what is on offer to the rst).? From the
perspective of destinations, be they countriesioregor cities, a good
“stock” of heritage sites has become almost a msityesn what is
essentially a competitive endeavour to attractistair While there are
clearly reasons for the official, state sanctionédnotation of heritage
which relate to the likes of community engagemehication, identity
projection and notions of ‘tradition’ and artisiekthetic value, the
competitive nature of tourism has played a key nolthe production and,
arguably, the over-production of heritage. The UKring the 1980s
witnessed a great surge in the creation of museberage centres and
restoration projects (cf. Boniface and Fowler 1998)t unrelated this was
tied into a period of major economic restructurargl de-industrialisation
(cf. Robinson 1999). Similar experiences wereifelither parts of Europe
with a net effect of producing more heritage resesr Though the rate of
change may have slowed in the past decade or emvitrall trajectory -
crudely conceived as a “stock” of heritage - hagdased. This poses a
plethora of interesting questions regarding the swéy which some
societies deal with theaccumulatedpast. Is the past inevitably an
accumulation of materiality growing ever larger? avhare the implications
of this in terms of what is prioritised for displand within multi-ethnic,
multi-cultural societies, whose heritage is selécfer display? At a
curatorial level, what objects of the present aadent past should be
collected? How do societies pay for the presermatiod management of
their pasts?

To address these questions fully is outside ofsttupe of this chapter
but three initial reflections emerge. The firsthat on the surface it would
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seem that there exists a conventional and appgreattbnal approach to
heritage which is enshrined in both public cultarel in the administrative
structures of most developed societies. Thus theregenerally accepted,
almost unquestioneaormsof what elements of the past carry value and,
as a consequence, there are structures in planarage/regulate heritage.
At national level such norms are upheld by thedikd Ministries of
Culture, National Museums, various Heritage Trusitsl Preservation
Agencies etc., and at international level by orgations such as UNESCO
and ICCROM. Implicit, if not explicit, in such sttures is the notion of
some form of consensus regarding what “heritageérid what sort of
heritage is “good” for society/societies.

In 2009, in the UK, an emergency fund-raising appes launched by
a number of heritage organisations (including thatidthal Galleries of
England and Scotland and the Monument Trust), tehase “for the
nation”, Titian's Diana and Actaeon. The paintinggich had been in the
ownership of the Duke of Sutherland, was boughffifor million pounds
and is now jointly owned by the National GallerigisScotland and the
National Gallery in London. The acquisition is fhegest public purchase
of a single work of art in the UK ever, and was elddiscussed in the
British media (cf. Carrell 2009). Not withstandirthe unquestioned
aesthetic / artistic value of the painting, thise&ighlights the peristence
of a paternalistic ethos played out in the pubdialm. It is interesting to
note that in the discourse surrounding the purdgasiocess, the potential
of the Titian to attract tourists was frequentlyedisas an argument in
attempts to legitimatise the spending public moridys leads me on to a
second reflection regarding the way by which saéesetleal with their
pasts. Tourism is a powerful and frequent refefentcultural heritage.
Tourists provide transitory audiences, curious tlogir own pasts and
those of others, or more precisely, their curosiyds to be fixed upon
visibile relics of the past. In the European cohtegonventional
conceptions of what we understand to be culturgitdge have largely
been dictated by our post-enlightenment senstslitiregarding the
romantic, the beautiful, the educational, and atsoextension, the moral.
It is not surprising that in what is now heraldesl “gultural tourism”
broadly mimics the patterns of the “grand tour” tbé eighteenth and
nineteenth century indulged in by the then soditd.e Motivating factors
of education, social betterment and basic humaiogity remain, but have
been complemented by a range of other factors wheaste assisted in the
on-going development of cultural tourist centrémportantly, the rise of
the low cost airlines across Europe has playedyaréke in stimulating
tourism within more recently acknowledged cultuedntres such as
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Budapest, Krakow and Ljubljana. Though well esshidd cities of
culture such as Paris, Rome, Venice, and Athenstainitheir primacy
from the early days of tourism, cheap flights hageated new
opportunities for people to experience heritage thedarts, particularly in
some smaller cities of Europe such as Girona, 8eath and Riga. This
apparent democratisation of cultural tourism has dken helped along by
highly competitive and increasingly sophisticatedrketing campaigns,
mainly within urban contexts. The European Citiegitals of Culture
campaign, with its strong emphasis on destinaticandling, has been
partially successful in this way and has actedrnidoese a tripartite idea
that culture, heritage and the arts are highly ‘affpryet accessible,
products and also, through their ability to attremtrists, economically
beneficial.

In this vein, the concept of cultural tourism seeimse taking hold
everywhere. Former heavily industrial centres haweved from being
economies of production to economies of symbolitucal consumption,
art galleries have developed rapidly, the numbefesfivals and cultural
events has increased exponentially over recentsyaad there has also
been substantive growth in the number of museurdsharitage attractions
as destinations have sought to compete for theiggpwmarkets of culture
hungry tourists. But the on-going ferment and fgeria create new
displays of cultural capital and to attract theltgral tourist” — widely
characterised as the well-educated, largely wihitgh spending, middle
class tourist (Richards 2007) — raises a numbelomgstanding issues
relating to how we use culture to make sense af,gain meaning from, a
rapidly changing world.

A third reflection then relates to the ways in whicsocial
understandings of cultural heritage are changingth@ one hand, the past
as presented and interpreted to us as (culturat)sts, and as indeed as
hosts, would seem to be stable, displaying a coitginvhich parallels the
very development of tourism from its early indulges in the moral
rectitude of Matthew Arnold’s view of “the best th@as been thought and
said in the world”, to mass consumption of the fadts of culture by the
swarms of tourists over, for instance, the Acrapati Athens (Arnold
1969). On the other hand, we are continuously bgingsented with
different pasts; hybrid, exotic and dissonant hges which are far more
recent and free from any strictures of “high cuwdtun argue that we are
engaged in a dramatic re-evaluation not only oftwWiaitage means but
also where it is located in both time and space. Tensionswvéeh
continuity and change, between tradition and intiomaand between
various interpretations of “culture” are being dyout within tourism. In
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a sense tourism presents itself as a way of testimgelationships with
heritage. This goes beyond any notion of “marketléation” or

popularity - a benchmark which is swiftly rejectbg many within the
cultural sector. Rather than attempt to locate isouras part of an
ideological position as articulated by Enzensbe(d®06) or within that
spectrum of cultural production and thus somehomplit in the sort of

manipulation of the masses as argued by AdornoHmmiheimer (1972),
tourists are increasingly engaged with heritagsoasething which is more
intimate and meaningful in the sense of the everydal, arguably with a
heritage which carries utility in terms of beingcsdly and politically

relevant.

Encroaching “popular” heritage

The expansion of cultural tourism as interpretechdsarning process
embedded into the world of “high” culture would &pap to fit with the
agenda of education and enlightenment as advobgtédatthew Arnold.
Then again, cultural tourism as a set of practiegending into the
populist sphere where cultural heritage is questiprexperienced and
interpreted on a more individual level would, innatd’s terms, appear to
problematise order and lead to social chaos. Hgriteas become popular
and the popular has become heritage. And to coatplimatters further
even the oncenpopular(at least envisioned with hindsight) has become
popular and embraced as heritage. To take an egafgue is noted as
a city which blends both medieval charm and beflegéie grandeur and
there is no doubt that its architectural heritagd the continuities this
demonstrates provides much of its touristic appdalvever, in addition,
Prague, as with a number of post-communist cagitigls, also contains a
Museum of Communism. An initial reading of this dimauseum, its
objects and displays, provides an important insigtd a relatively short
but critical period of the history of the Czech pko The museum is
particularly popular with tourists from the West &urope, in part
highlighting a voyeuristic fascination with a tinvehereby the East of
Europe was essentially closed to view and yet decup powerful place
in the West's imagination. With some unforeseemyrdéhe Museum is
located above a busy MacDonalds restaurant (Fid.) X0oviding visitors
with a very real sense of the dramatic changestwhave taken place in
less than twenty years. This provides a clue tod#seper significance of
the museum which lies in the way that the “pasifi this case a recent
past with all the uneasiness of repression withdsec memory - has been
mobilised and packaged for international touristsl docals, in a way
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which allows visitors to make sense of the changegss’ The packaging
and the presentation is important as it openly, kxyivally, and not

without distortions, transposes history into hegéta Heritage is an
outcome of a social process of denotation; thectete transposition of
the contemporary upon the past, or, as Lowentt@851xvi) puts it: the

past is “an artefact of the present”. This processich is effectively

structured around notions of curating and exhibitihe world, is a key
marker of modernity. It works on the idea of “fraxg? as a means of
capture and display. In Prague the communist pésifihmed through the
museum and a narrative which both educates and&nte Also in places
such as Budapest or Riga, the vast Soviet stateesodlected and framed
within landscaped parks and gardens as if rareiepead trees in some
vast aboretum (cf. James 1999). Whilst still venycim a contested past,
the communist heritage as exhibited in Prague hetets takes its place
alongside more “traditional” heritage sites of @mech Republic.

Fig. 10-1: The Museum of Communism, Prague. Locatkdve MacDonald's
Restaurant. Copyright CTCC, 2008

The above example demonstrates several things.itHnighlights how
the inevitabilities of change are captured in aemakt sense and re-
evaluated through the prism of “living memory”. 8ed, it provides
Prague with another tourist resource and a dimansfomeaning which
extends beyond the silence of its architecture. i, it demonstrates
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how heritage has meaning and utility beyond the édliate society from
which it emerges; the small museum in Prague concates deep seated
and meaningful histories to a wide variety of wsst In this way it
engages with popular understandings of history whiére emotional
experience of the site is as important, if not morportant, than the facts.
Importantly, the Museum of Communism and its healttumbers of
visitors, signifies a break from the idea that tag@ in some way has to
demonstrate continuity or link to the idea of sbeiaceptability. It also
breaks with the idea of cultural heritage as oding manifest in the built
form; for while there are clearly objects in the #4um from the
Communist period, meaning would seem to lie in ititangibilities of
memory and the discourses generated.

Using the criteria of the number of visitors toesitwhere cultural
heritage is “on display”, we can refer to heritagge beingpopular. The
great national museums and galleries of the wapdasenting the history
of the nation, if no longer the idea of the naticerpain popular heritage
attractions by virtue of the sheer numbers of eisithey attract. Clearly,
such places were specifically designed to attriiention in a paternalistic
and educational way, but sites whose functions ldaamatically changed
such as well preserved archaeological sites, casthel, in some cases,
cathedrals and monasteries, are also deemed topogap in terms of their
capacity to attract tourists. But popularity, afirded through the calculus
of tourist visits, tends to assume that there metbing innate in heritage
which makes it somehow automatically aestheticafipealing and hence
attractive. While not to deny the power, persisteand continuities of the
narratives of eighteenth century neo-romanticisitin wheir privileging of
the visual running through contemporary culturacdirse and spilling
over into the world of tourism, there has beetelith the way of empirical
investigation of the actual experience of heritagel what itmeansto
those who encounter it (Adler 1989).

Whatever the quality of heritage in terms of italty (and in many
casedecauseof its beauty), and in terms of its historical adlicational
significance, sites of cultural heritage have |dmeen reproduced and
disseminated to a mass audience. Today, imagdseghdst are instantly
circulated through cyberspace in addition to thtaldshed flows of
brochures, postcards and souvenirs. Arguably, amatia quality of
heritage is long lost to the inevitabilities of reguction and circulation.
Any attempt to reify heritage is doomed to failWghatever problems and
protests are raised by those who seek to protetbfe sites from the
masses, there can be no return to a state ofeltisereby, in the vein of
Matthew Arnold, cultural heritage is equated to eddeal or perfect state.
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The role of heritage has changed, slipping from Kather actively

removed from) its long perceived status as a sgmdf “high” culture to

the realms of the popular and “mass culture”. Towecept of the popular
and the idea of “mass culture” are inextricablykéd. It is widely held that
the notion of popular culture within the developgdrld was fed by the
phenomena of “mass” production, “mass” consumptamd “mass”

distribution associated with the industrial anchtemogical developments
of the late nineteenth centuty.

Fig. 10-2: The Costumes of Kylie Minogue - Starrattions at the Victoria and
Albert Museum London. Copyright CTCC, 2007

Heritage is popular not only in the sense of itsssnaxposure to
tourists but because it now embraces popular @ultdrich deals with the
immediate, the imminent and the contemporary, bnouggether and
widely distributed by, and through, the mass melfigtinctively popular
culture appears to refer to that which is “of theople”; an implicit
acceptance of a kind of “folk” culture encompassigions of everyday
life and the “ordinary” world. Petracca and Sorapl998, 3) neatly
summarise the location and essence of the poplfathe Metropolitan
Opera House represents high culture, then Madisgnar® Gardens
represents ‘pop’. If the carefully crafted knivesed in Asian cooking rely
on a folk tradition, then the Veg-O-Matic is thgdwop counterpart.”
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Notably, the Veg-O-Matic (a device used to chopetables) is on display
at the Chicago History Museum as part of their wadlted collection of
decorative and industrial arts.

In 2007, the Victoria and Albert Museum in Londdaged its most
successful exhibition to date focusing upon popuWastralian singer
Kylie Minogue. The exhibition featured performaramestumes (Fig.10-2),
accessories and photographs and was contextudlisestreams of her
video and music. The chronology of the exhibititmok the visitor from
1988 when she was a star in the Australian “soapimd Neighbours.
Amongst the exhibits it featured Minogue”s gold &aimotpants worn for
the music video “Spinning Around” and, a replicatbé star's dressing
room from a tour, including a message from her ke sister Danni
Minogue written in lipstick on the mirror. The ré@ns to the exhibition
highlighted the inherent tension in the term popwalture (Akbar and
Jury 2007). The Director of the Museum Mark Jonase under attack
from critics who took the exhibition to signal aufdbing down” process
and “pandering to pop culture”. Jones respondedligyning the exhibition
with the mission of the Museum; to showcase the bé8ritish design
and to broaden its visitor base. Jones was supportbis defence by the
record numbers of visitors to the exhibition.

The above example raises a number of questionsngle the notion
of popular heritage. First, how can something appiy soephemerabnd
mediated be presentechd read as heritage? Second, how can something
sorecentfall into the category of heritage? And third, ddbat fact that
something ispopular entail that is inscribed as heritage? The material
objects which belonged to Kylie Minogue were naganted in any sense
as art but in the spirit of the Museum as objeftdesign and of cultural
significance and were exhibited within a now histak period.
Notwithstanding the significance of the exhibititm the fans of Kylie
Minogue, and whatever one’s attitude to her musit performances, the
impact of her work (including beyond the anglophavarld) permeated
social life and discourse amongst many populatidiesninantly, but not
exclusively the younger generations. The legacids Minogue is her
work, the remembrances of her spectacular perfocegand the ways in
which all has been respresented and globally @tedl Focusing upon
heritage as representation, critics point to thgswa which the undoubted
populism and popularity of authors such as, fotanse, Mark Twain,
Walter Scott and Charles Dickens in the nineteasthtury have given
way to their occupying more elite positions as enéglay icons of literary
heritage. Thus is it argued that the works of RKwling or Stephen King
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may one day move to occupy positions of “high” orét and the places
and objects associated with them be inscribed idisbe.

Such shifts are in part related to the playing afypositions of power
(with dominant power usually seen to reside in ti@intenance of high
cultural practices by the socially privileged) aadsociated trends in
aesthetic value linked to the influence and pemt@in of a social elite.
But the notion of movement along some culturalesdéslialso a function of
normative demographic change as each generatiamectmwith its own
cultural values, not least through the media, amal talues of former
generations become contested grourid. the example of the Kylie
exhibition, a person watching and enjoying her genfinces, let us say in
1992, would have been at an impressionable fougears old and would
be visiting the exhibition at the age of nearlyrtthi This generational
dynamic has been occluded from many characterisatid heritage (and
indeed tourism) which still seems to be dominatgdtie romanticised
view which positions the material resources of imar as somehow
unchanging, untouchable icons and, unyielding, itafle traditions. That
younger generations respond differently to edifioesulture constructed
before they came along, and indeed generate theitheritage landscapes
from, and through, the media they are most familiath, is a fact
recognised by some cultural institutions more tbiuers.

Producing value in cultural heritage

The term popular heritage does not only refer tond of democratic
consumption of the past and its multiplicity of daeys but also to its
production. It is still the case that heritagenscribed by the nation state
and its offices. Thus, in England, English Heritdgethe body which
formally denotes heritage sites according themue lplaque to indicate
their significance. For some the acknowledgemerdutph a blue plaque
of the former home of the novelist Charles Dickahd8 Doughty Street,
Camden, London as part of the cultural heritagethef nation is self
evident. For many more, so too is a small, ordinawyse (21 Menlove
Avenue) in the suburbs of the City of Liverpool aiiwas the home of
John Lennon for some eighteen years and now owngananaged by the
National Trust. Over the years, and in a contextjaiet conservatism,
both English Heritage and the National Trust haeerbactive in the
production of a more recent and popular heritagsitideside the more
traditional houses and castles of the nobility.

The nation state is no longer the sole arbiter batwheritage is, or
should be. The rise in private museums, privatehgéd heritage attractions
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and, such developments as virtual museums whiclhj@okly assembled,
all reflect a shift from a formal and public proses heritage designation,
to something which is far more informal and fluithe reasons for this
shift are complex, but in a number of instanceateeio issues of an “over-
burdened” official system unable to cope with tleamdnds for heritage
recognition. There are clearly economic reasonsirdyi some of the
production of heritage in acknowledgement thattage has a market. In
the USA the private sector has been critical botthe preservation and,
the production of, a wide diversity of heritageesiand attractions either
through initial donations from private foundaticarsd companies and also
via a commerical model which is widely acceptectivil society. The
USA, as a nation with a relatively recent histoexdluding of course its
First Nations peoples), takes the heritage of tlwrenrecent past very
seriously. While of course marking its revolutionand civil war battle
sites, together with the built heritage of its @ers across various time
lines, the USA also displays a diversity in itsitegye which reflects its
cultural diversity (Native American Sites, Afric#merican sites, Jewish
American sites, Chinese American sites etc.), l&ce as world and
political power (presidential sites and space/anilitheritage sites etc.),
and its role in the development of popular glohdtwe (sites relating to
popular music, film and television etc.).

While the essence of the cultural heritage of ti®AUnay apparently
stand outside that traditions of Europe, the preeg®f informal and rapid
heritage production are now implanted in a Eurdy is much more fluid
and multi-cultural than ever before posing simikorts of questions
relating to whose heritage is being representeghiose state? The British
Museum would, in the main, seem to be British byue of the fact that it
is located in London (cf. Morris 2003). Many of théjects it displays
represent the appropriations of colonial times @uaghy of its visitors now
come from outside of the country. Other nationdlections have similar
sort of issues and would appear to be strugglirth thieir own identities
in the universe of cultural heritage and with tlygamics of multicultural
populations.

Outside of the state, heritage is being produced ataily basis by
communities who seek to utilise the past to buddia relations. In a
number of cases both spontaneous and manipulagabement between
symbolic heritage sites and tourists (as outsidersjted as a mechanism
for coming to terms with the legacies of conflicdadivision. In Northern
Ireland in the City of Belfast, the sectarian sgieg between Catholic
Nationalists and Protestant Loyalists are physicalbrked by a series of
murals, painted on the sides of ordinary homes,essmting the people
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and historic moments of each groups’ political ea@Sig. 10-3). While
still demarcating political division the murals lbate part of a wider
exhibitory process of a recent past through whioclmmunities can tell
their stories and the appropriated tourists canirbégy understand the
nature of conflict (McDowell 2008). The transforimoat of what is a

relatively recent and destructive history of Belfasgo heritage, replete
with structured itineraries, souvenirs and duampeting narratives was,
not surprisingly, assembled outside of the localegpance of the City
authorities and with a very real demand from visitwho were aware of
the conflicts. Examples of recent, contested, etrammatic heritage
constructed or evolving somewhat organically ambmggolitically and

emotionally aware public are many. Further examplesld include: the

development of the Cu Chi Tunnels in Vietnam, usgdhe Viet Cong to

hide from American soldiers during the Vietnam \{lzaaderman 2009; see
also Schwenkel 2006 and 2009) and now popular itferican tourists

and so called “township tourism” in South Africa evh through visits to
the black townships, the heritage of apartheictisvaly performed by the
communities who live there (cf. Hughes 2007). Segamples clearly
have a commercial dimension and are instances ciktss applying

genuine creativity to meet much needed economidsgtaough the

production of heritage.

Fig. 10-3: Loyalist Para-Military Mural on the Sidéa House in Belfast, Northern
Ireland.Part of the Tourist Circuit. Copyright CTCZD06

Commercialism accompanying the construction of tage is of
course nothing new. Heritage works on the commaalifon of the past
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and even the most sublime and significant art waakies an insurance
value. There is nothing inherently vulgar in theguction of heritage, nor
| would suggest, in there beingrarketfor the past. The world of the past
is also a world of enthusiasts, volunteers, artletea collectors and
inevitably, tourists. It is, by definition a revedl and represented piece of
history and thus is open to all. Heritage is baiogstructed on the website
of ebay, in collector’'s magazines, at fleamarkspgcialist conventions, in
film and television, and through family geneologiciesearch and “roots
tourism”. Public inscriptions of heritage are inmsangly mediated at the
private level and given new intertextual readingd aterpretations based
upon a mulititude of influences. It is not thataddished understandings of
“high” culture have evaporated, nor that aesthgtieferences have
undergone wholesale revolution. However, they hmen supplanted with
additional, layered meanings more readily accessdlounger and more
diverse audiences. Hence, the Louvre is no longaely a repository of
fine art for the education and moral bettermernito¥isitors but, for some
(and it is a significant number of visitors), it @so a site of the best-
selling novel and film “The Da Vinci Code”. For serthis would seem to
be a grand and terrifying example of the very “&ratg of tradition” as
Benjamin (1968) would have it and yet, as also sstggl by Benjamin, it
also marks a catharsis and the opening up of nesilpitties®

Conclusion

The category of heritage continues to expand a&xalosive rate and in
doing so is inextricably linked to the increasinghitities and persistent
curiosities of tourists. The latter, which is areeexpanding and complex
category of people, not only consume heritage lret active in its
production, both directly and indirectly throughaage of mediators. This
expansion of heritage, pregnant with further padbgds, its growing
inclusivity, the uncovering of its multiplicity ofmeanings by an
increasingly diverse and mobile audience, all ptinthe democratisation
of the past whereby cultural heritage has beconwidddly accessible.
This is not the disintegration of society and aasafion from order that
Matthew Arnold feared so much, but rather a prosglsreby we can
become better connected to one another and couniectee past through
the richness of everyday objects and the ordinssird daily life. In part
this linking to the past is symptomatic of the modeondition: what
Benjamin (1968, 223) refers to when he notes thgrelef the modern
subject to “bring things closer”. The pretentiowsspdoes not disappear
but is complemented by its popular counterpart.
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The concept of “hypermodernity” is as useful as smgommunicate
the notion of the compression or intensificationtioé modern project.
While the prefix of “hyper” undoubtedly speaks ® af technological and
consumerist excesses and extremes, the term weald $0 imply more
focus, more in the way of individualism than modigrmwould seem to
allow and, more in the way of connections betweast,ppresent and
future. Rather than moving to some absolute preséet realities of
hypermodernity consist of an endless flow of reird, re-worked and re-
structured pasts moving seamlessly towards theitaide future; a
realisation of the temporary as a condition of abtife. This is not the
relativism and messiness of postmodernity whicnigoio a meaningless
world, but rather a condition of deeper meaningd aloser individual
attachment to the world. | am not taking any mamapolitical directions
with the idea of hypermodernity here but suggest th acknowledges
both changand continuity.

The changes we can observe relate to three keyethanthe discourse
of the hypermodern. The first is that of a shifbrfr the public to the
private. At one level this relates to a politichifsfrom the power of the
state and the apparatus of public authority to tifathe individual, to
inscribe what heritage is, or should be. The “pifg” which visit
Gracelands in Memphis, USA, the home of Elvis Rrgsbr who follow
the much represented “Route 66" transcontinentghwiay across the
USA, together with the enterprises and organisatiwho are involved in
the production of such heritage, are largely wagkioutside of any
national or state authority though interestinglgthbcases could be seen to
occupy significant positions in any understandifighe nation (Alderman
2002; Caton and Santos 2007). At another level stiit from public to
private represents the connections to the past hwiiave become
important to the individual so that national nakes$ of war or social
upheaval are interpreted by one's father or grahdfa or through
someone we know. Connections through generatiodseross space and
national boundaries are articulated through peoatel in such a way
heritage is given meaning in terms of relationsrethaby networks of
individuals, whether they are family members or rhers of the Star Trek
Appreciation Society.

A second theme relates to the apparent shrinkingraf, a closing of
the critical distance wéeel between a historical moment, or object, and
our own lived experience. In the 1980s Hermann lejbtyrote of
“accelerated change” and how linked to this notiba sense of speed, is
the expansion in the numbers of museums and therwpdocess of
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“museumifciation”, which, for him, is indicative af social need to be
reassured by the past and our ties with it (LOMB®3)

This sense of an acceleration of life and that tisr®mehow “running
out” is illustrated by the plethora of books whibve appeared over
recent years with titles such as “101 Places toEsere You Die”. The
rapidity of change is both imagined and felt, andthis condition, our
cultural appreciation of the flow of time is empisasl to a point where we
feel that the rapidity of change is so intense aamake things feel
immediate; described by Tomlinson (2007) as “caltuimmediacy”.
Certainly, technology allows us to get closer te ffast than ever before,
and in some detail, with family records, nationakdrical documents and
close-up perspectives of ancient art all readilgilable in our living
rooms.

Related to this sense of closeness to the pasheiscondition of
nostalgia. It comes into play when we engage wiiflects and events with
which we feel some meaningful connection to andcthin Proustian
fashion of mémoire involontaire catalyse memory. The term “living
memory” (i.e. what is memorable within one’s owie)iand, what Robert
Burgoyne (2003) refers to as “consensual memonyii¢iv emphasises
common sociabilities and the generally consenswdlra of society)
increasingly would seem to work through the hegtaf the popular, the
recent, and the highly mediatised. However, assBpher Lasch (1991)
has pointed out, in a formal sense, if we see tgatas an idealisation of
the past then memory is not exercised. But whilschaidentifies that
there is a difference between nostalgia and memdtng, two are
nonetheless linked. Our personal memories are thdseh are shaped
through everyday life and popular culture and amgbedded within a
reciprocal relationship with a heritage which canrememberedl.They
provide entry points, not only into specific mon®of time, butperiods
of time and recollections of place, in the way tha can project our
thoughts backwards on hearing a particular song.

Nostalgia is a term frequently mobilised as a quié which points to
an over emotional and sentimental vision of the pad as symptom of a
society’s failure to deal with history and inde¢al,deal with the present
and future. For critics such as Frederic James881() Linda Hutcheon
(2000) and Patrick Wright (1985), nostalgia iseiakto be regressive,
stagnant and subversive and representative oftgadigsatisfied with its
present. Popular heritage is fed by nostalgia btiimthe way that critics
might suggest. In her discussions on nostalgianttuea Boym recognises
a sense of shrinking time and the related shrinkihgpace, as a form of
“chronophobia”. Boym considers this condition aspart, generative for
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the wave of nostalgia which washes over the heritagrilds we have
inscribed and which move with us into the futureheSwrites:
“...nostalgia, as a historical emotion, is a longingtfat shrinking ‘space
of experience’ that no longer fits the new horizoh expectations.
Nostalgic manifestations are side effects of theotegy of progress.
Progress was not only a narrative of temporal @msgjon but also of
spatial expansion.” (Boym 2001,10). Boym invokea®eerse interpretation
of Kant, who broadly speaking, took space to belipudnd time to be
private, so that now we vietime as an outer experience to be shared. She
also provides a more nuanced interpretation ofatgist referred to as
“reflective nostalgia” which she counters againis¢ tmore regressive
“restorative nostalgia’. Reflective nostalgia isnaurning for the past but
is not lacking in critique, nor in any sense ofgachent. Rather it is a sort
of critical tool, a form of social commentary, whids used to negotiate
loss and in doing so also deals with the preseditfatnre. The experience
of tourists at those heritage sites which can iedindng memory is far
from being a regressive, naive mourning but rateemore akin to the
celebration of the very construction of heritage.

A third theme of hypermodernity of relevance to tfiscussion of
heritage, is that of utility. What | mean by utilits a pragmatic
engagement with the world in the knowledge ofidsitlity where identity
and belonging are no longer rooted in the absdluteare accompaniments
to individualism, are short-lived and continuousiyen to negotiation. It
would seem that intrinsic value is not enough drad things in the world
increasingly have to provide a service for us; s@vproblem, entertain or
educate us. In this vein, heritage would appedwatee shifted its position
dramatically away from occupying a reified, decivatole as something
which we should automatically acknowledge as paisgsstatus and
value in itself. Of course, even the most graciansl sacred forms of
heritage through exhibition and public exaltaticawvé a functionality; to
promote, impress and occasionally, repress. Ingusia term utility, | am
not seeking to diminish the aesthetic values oftdge, but | suggest that
heritage has also taken on a more instrumentapeaginatic role in social
life. Increasingly we seek to engage with heritaggdch allows us to
negotiate and better understand conflictual sibuati which allows for
greater social inclusion within a context of multicralism and, which
integrates other normative functions such as eamyshopping. Tourists
appear to find real meaning in heritage sites wipicdctically deal with
recent wars and conflicts, and with sites whictkdeecome to terms with
the legacies of colonial pasts.
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The heritage of hypermodernity is popular and pistia and far from
simplifying pasts, acknowledges a degree of conipeXeritage as
experienced by, and through, contemporary cultegrecomplex (even
hyper-complex; cf. Ury 2003), and while we may inmegthat the tourist
experience of the past is passive and superficelane in danger of
conflating the ways it is presented with the walyssiperformed and
experienced. Heritage as represented in the gralades of Europe is led
by our learned understandings of form and beautlyoam affection for the
spectacular. But such edifices offer nothing in tiway of personal
meaning and connection; they perform a differemcfion and our visits
to such places can no longer be explained withreaf® only to the
appreciation of art, beauty and to a passion focation. To these factors
we also need to add notions of sociability, playriasity (at various
levels), mimesis, and a range of psychologicaledrivehind self-realisation.

The heritage of the popular and the everyday allavsdeeper and
more immediate emotional connections. Encountetis lving, everyday,
heritage work more with notions of memory, nost@lg recognition of
personal interpretation and shared experiences ted possibilities of
embodied performances; avenues which are normialbed off in relation
to more “traditional” forms of heritage. Whateveaybe issues of “taste”
and aesthetic preference, cultural heritage novwdes sites (and sights)
built around the markers of popular culture andeoiag tourists over a
period of time reveals that they actually spendsaerably less time than
we think in formal cultural settings such as gadler museums and historic
buildings. Rather more time is spent in restaurasdfes, bars, shops, the
airport and the hotel. Indeed, tourists spend laageounts of time
“walking around” and “people watching”, and in tpeocess, observing
and encountering aspects of the host's culturenenform of everyday
practices and behaviours. Far from being cultuofyrit is particularly
these aspects of ordinary life that tourists absar on their return home
constitute their narratives of memory of experienderom the point of
view of the host community, and indeed the hostisbwauthorities, this
aspect of culture is easily overlooked as not beirgny significance. It is
informal, ad hoc, difficult, maybe impossible, tanage and control and
yet it is of critical importance in shaping the ttist experience. But it is
easy to forget that what is considered to be orglimaone cultural setting
is exotic to another. As a normative part of theristic process, people
encounter the cultures of others, through shoppéaging and drinking
etc., but this in itself can become an “out-of-thdinary” experience. In
Britain, for example, the still popular local adtigs of going to a pub, or
of eating fish and chips, are transformed into gpeactivities for many
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overseas tourists. Ordinary as they may be, thesauthentic activities in
themselves and can be said to be close to the bédatitish culture,
however they seldom appear on the cover of promatibrochures.

Heritage, as a way of shaping and prioritising gast — or what
Bommes and Wright (1982) have referred to as a lfpudtructuring of
consciuousness” — has always relied upon an augidnaiscussions of
heritage, and in policy decisions regarding itgiipgion, its curation and
management, we cannot fail to ignore the fact thatists now provide a
significantly large, diverse and active audiencer Man we ignore that
popular heritage, forged in the promises, threats ambiguities of the
hypermodern, increasingly works outside of, andaddition to more
“traditional” heritage forms. Here too the relatihips with tourists are
central, becoming more intimate, more intense aacermeaningful.

In essence, what | have been discussing in thiptehas the tension
which so unnerved Matthew Arnold in the nineteerghtury; an apparent
erosion of tradition, the end of order and the gmece of chaos. The
ongoing convergence of personal memoria, public memoration,
opportunities for spectacle, new technologies, itlierpretation and re-
interpretation of local and national narrativese thnpacking of the
colonial world, the loose mobilities of multi-etleniand multi-cultural
populations, masks yet another layer of explanatamd interconnections
for what we conceive of as cultural heritage. Ithgotic, messy, and in
terms of the problems it presents with regard $o ntanagement and
governance, it challenges the conventions and ipescthat have carried
over from another time.
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Notes

! This chapter is an extended version of a confergraper originally presented at
the Conference Erb.gut? Kulturelles Erbe in Wisskaft und Gesellschaft
University of Innsbruck, 2007.

2 The concept of Intangible Cultural Heritage isréasingly stimulating debate,
particularly after the 2003JNESCO Convention for the Safeguarding of the
Intangible Cultural HeritageParis, 17 October, UNESCO.

% The growth of European ‘communist tourism’ in egahow able to openly and
playfully critique the regimes of 1945-1990 is atgmen to ‘western’ tourists who
previously would have only experienced communismough novels and film.
See, for instance, studies undertaken by Jozwiall, Mermann (2006), Light
(2000), or Enns (2007).

% In most historical periods, and in most societiégre have been versions of
popular culture (cf. Schroeder 1980:1-9).

5> As Raphael Samuel (1994:x) argues, memory is ihare a storage system but is
in the collective and individual rather “an activehaping force”. What one
generation throws away, another reconceptualisesti@schic.

® The impact of modernity for Benjamin is also rethto the dematerialisation of
objects. In the context of a re-thinking of the apaf the Louvre, not as a home
for objects but as a space of imagining (in thiseceelated to a work of fiction),
the gallery becomes an ambiguous site with its itenmel qualities foregrounded.

" The notion of hypermodernity is close to the notiof supermodernity as
explored by Marc Auge (1995) but is closer alighedhe ideas set out by Gilles
Lipovetsky (2006). Lipovetsky articulates a view dhe condition of the
hypermodern which does cynically accept a devalnatif values in the face of
extremes but rather their re-inscription as a sowftmeaning as pasts, presents
and futures merge.

8 As opposed to heritage that cannot be remembétedtage which captures
some element of the 1970s, for instance, can bemdrared and has the capacity
to stimulate a sense of nostalgia, while heritayghie form of a castle, or an
exhibition of armour is unable to produce nostafgielings of itself (although we
may become nostalgic about a previous visit to susite). Within this frame there
is still room for the selective forgetting which®&icoeur (2004) refers to, but



Meaning In Chaos? 239

there are definitive boundaries of memory which oaty seem to exist beyond
one’s life through collective memory and the vasiotextual apparatus that
implies.
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