
Understandings of Place
To the celebrated humanist geographer, Yi-fu Tuan, music is valuable to both 
geography and humanity for expressing our experience of place, and for ‘making 
public our innermost feelings’ (cited in Lack 2015: 8). Tuan considers music as 
VLJQL¿FDQW�IRU�DUWLFXODWLQJ�WKH�H[SHULHQFH�RI�SODFH��DQG�IRU�DOORZLQJ�JHRJUDSKHUV�
to better understand how place is felt – thus making a connection between music 
and place relevant to the discipline of geography. In contrast, the many studies of 
music and place from within ethnomusicology and elsewhere in the humanities 
KDYH�WHQGHG�WR�FRQVLGHU�WKH�VLJQL¿FDQFH�RI�WKH�FRQQHFWLRQ�WKURXJK�LQYHVWLJDWLQJ�
KRZ�PXVLF�JLYHV�H[SUHVVLRQ�WR��RU�LV�LQÀXHQFHG�E\��SODFH��7KH\�KDYH�ORQJ�GHPRQ-
VWUDWHG�WKH�VLJQL¿FDQFH�RI�SODFH�LQ�UHODWLRQ�WR�VSHFL¿F�PXVLFDO�FXOWXUHV��IRU�H[DP-
ple, in Levin and Süzükei 2006), and have often explored musical connections 
WR�D�URRWHG�KRPHODQG�RU�WR�D�FRQFHSW�RI�KRPH�¿OWHUHG�WKURXJK�H[SHULHQFH�LQ�WKH�
GLDVSRUD��5H\HV�������0DUVK��������$OWKRXJK�DFNQRZOHGJLQJ�WKH�VLJQL¿FDQFH�RI�
place as a concept, few ethnomusicologists have interrogated place itself in depth.

Considering music’s relation to place can often seem straightforward. This 
may be because, as Cresswell notes, ‘place is a word that seems to speak for itself’ 
�����������7KH�FHOHEUDWHG�DQWKURSRORJLVW�&OL൵RUG�*HHUW]��LQ�D�ODWH�WZHQWLHWK�FHQ-
WXU\�µ$IWHUZRUG¶��HYHQ�QRWHV�WKH�ODFN�RI�VSHFL¿F�DQDO\WLFDO�DWWHQWLRQ�JLYHQ�WR�WKH�
concept within his discipline, writing that, in standard anthropological textbooks 
and monographs,

Even if a fair amount of attention is given to something called ‘the envi-
ronment’ or ‘the physical setting’ (rainfall, vegetation, fauna, landforms), 
‘place’ as an analytical or descriptive concept, explicitly set out and formally 
developed, does not appear. Something that is a dimension of everyone’s 
existence, the intensity of where we are, passes by anonymous and unre-
marked. It goes without saying.

(Geertz 1996: 259)

*HHUW]�PD\�ZHOO�EH� UHÀHFWLQJ� WKH�VLWXDWLRQ�DW� WKH� WLPH�KH�ZDV�ZULWLQJ�� ,QGHHG��
in many ethnomusicological analyses, particularly in the years leading up to the 
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new millennium, place was commonly interpreted in a relatively straightforward 
and literal sense as a physical location, and as such it was not extensively inter-
rogated. Such attention to place nevertheless allowed it to have correspondence 
ZLWK�WKH�¿UVW�WZR�RI�WKUHH�IHDWXUHV�RI�SODFH�WKDW�SROLWLFDO�JHRJUDSKHU�-RKQ�$JQHZ�
�������LGHQWL¿HG�ZLWKLQ�D�UHODWLYHO\�VWDWLF�IRUPXODWLRQ��ORFDWLRQ��ORFDOH��DQG�VHQVH�
of place. However, for many geographers, the various meanings associated with 
ORFDWLRQ�KDYH�ORQJ�EHHQ�UHJDUGHG�DV�DOVR�LPSRUWDQW�LQ�GH¿QLQJ�SODFH��+HQFH��7XDQ�
notes in his seminal Space and Place: The Perspective of Experience:

:KDW�EHJLQV�DV�XQGL൵HUHQWLDWHG�VSDFH�EHFRPHV�SODFHV�DV�ZH�JHW�WR�NQRZ�LW�
better and endow it with value … The ideas ‘space’ and ‘place’ require each 
RWKHU� IRU�GH¿QLWLRQ��)URP� WKH� VHFXULW\�DQG� VWDELOLW\�RI�SODFH�ZH�DUH�DZDUH�
of the openness, freedom, and threat of space, and vice versa. Furthermore, 
if we think of space as that which allows movement, then place is pause; 
each pause in movement makes it possible for location to be transformed into 
place.

(Tuan 1977: 6)

2U��DV�&UHVVZHOO�����������SXWV�LW��7XDQ¶V�FODVVLF�GH¿QLWLRQ�RI�SODFH�FDQ�EH�VXP-
marized as ‘a portion of space that has accumulated particular meanings at both 
the level of the individual and the social’.

Over time, understandings of place have become more nuanced. By the 1990s, 
one of the major analytical trajectories was a consideration of the sensory aspects 
of the nature of place; the sensory dimension is one of the two major strands 
RI�JHRJUDSKLF�LQTXLU\�WKDW�+XEEDUG������������LGHQWL¿HV�ZLWKLQ�UHFHQW�ZRUN�RQ�
SODFH��:RUN�LQ�WKLV�GLPHQVLRQ�SURYHG�SDUWLFXODUO\�VLJQL¿FDQW�IRU�PXVLF��DQG�ZDV�
conveyed and explored vividly through Steven Feld and Keith Basso’s rich col-
lection, Senses of Place (1996) – for which Geertz wrote the afterword. There, 
Geertz notes that ‘the anthropology of place … can fairly be said to have been 
launched as a sustained and self-conscious enterprise in these pages (as a dif-
fuse, unthematized concern, a sort of background continuo, it has, of course, been 
around much longer)’ (1996: 262). Feld’s innovative analysis of music-place sen-
suousness in Bosavi within this same volume demonstrates just how important the 
senses are to establishing and understanding music and place connections. And, 
Feld notes in his conclusion, ‘Places make sense in good part because of how they 
are made sensual and how they are sensually voiced’ (Feld 1996: 134).

7RGD\��WKH�VLJQL¿FDQFH�RI�PHDQLQJ�DQG�IHHOLQJ�DVVRFLDWHG�ZLWK�SODFH�LV�YHU\�
widely accepted. However, place itself, in the sense of ‘location’ or ‘locale’, is 
not always conceptualized as a physical entity; indeed, Heise (2008) critiques the 
localist emphasis of much environmentalism. A spiritual sense of place may be 
indicated, or place may be expressed and experienced through musical memory 
and nostalgia, while virtual dimensions of place may be discussed, such as its 
function as an internet bridgespace (after Adams and Ghose 2003; Tettey 2009) 
where home and diaspora, or the local and the global, intersect and interweave. 
&UHVVZHOO��������������DJDLQ��QRWHV�WKDW�WKH�LQWURGXFWLRQ�RI�ERWK�¿[HG�DQG�PRELOH�
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technologies has led geographers to recast notions of place, and to consider links 
between mediated and ‘real’ places. We can also note that there is an increasing 
acknowledgement of the blurriness of boundaries of cultural expression and how 
these make studies that approach music-place connections on a wider level increas-
ingly important, while also complicating how place is considered to exist or to be 
relevant. Timothy Rice, in ‘Time, Place, and Metaphor in Musical Experience and 
Ethnomusicology’, observes how there is a growing understanding in ethnomu-
sicology that ‘our and our subjects’ experiences are no longer contained within 
local, isolated cultures, or even within nation-states, but are and have been shaped 
by regional, area, colonial and global economics, politics, social relations and 
images’ (2003: 160). Yet despite such complexities, it remains clear that,

Place is how we make the world meaningful and how we experience the 
world. Place, at a basic level, is space invested with meaning in the context 
of power. This process of investing space with meaning happens across the 
globe at all scales, and has done throughout human history.

(Cresswell 2015: 19)

Syncretic Approaches to Place
The various explorations of place and its relationship with musical traditions in 
(DVW�$VLD�FRQWDLQHG�ZLWKLQ�WKLV�YROXPH�FRQ¿UP�WKDW�SODFH�KDV��LQGHHG��LQYHVWHG�
VSDFH�ZLWK�PHDQLQJ�IRU�D�ORQJ�SHULRG��EXW�WKDW�DUHD�IRFXVVHG�DSSURDFKHV�¿QG�GLV-
WLQFW�DQG�DW�WLPHV�GL൵HUHQW�DVSHFWV�UHOHYDQW�WR�HDFK�FDVH�VWXG\��7KLV�ZRXOG�VHHP�
WR�EH�FRQVLVWHQW�ZLWK�WKH�GL൶FXOWLHV�±�DQG�LPSUDFWLFDOLWLHV�±�IDFHG�E\�KXPDQ�JHRJ-
UDSKHUV� LQ�SUHFLVHO\�GH¿QLQJ� µSODFH¶��SDUWLFXODUO\� IROORZLQJ� WKH� UDQJH�RI� UHFHQW�
DQDO\WLFDO�WUHQGV�WRXFKHG�XSRQ�EULHÀ\�KHUH��7KHVH�GL൶FXOWLHV�KDYH�OHG�VRPH�JHRJ-
raphers to advocate syncretic approaches. In his chapter for the SAGE Handbook 
of Geography��&UHVVZHOO�R൵HUV�ZKDW�KH�KLPVHOI�GHVFULEHV�DV�D�µV\QFUHWLF�WKHRUHWL-
cal framework for the analysis and interpretation of place’ (2014: 4), and inten-
tionally leaves his thoughts open-ended, encouraging readers to ‘draw a diverse 
array of possible readings that may inform their own approaches to place’ (2014: 
4). Nicole M. Ardoin, in ‘Toward an Interdisciplinary Understanding of Place: 
Lessons for Environmental Education’, presents a similarly syncretic framework 
where a multidimensional sense of place is achieved through the interaction of 
VSHFL¿F�HOHPHQWV�ZLWKLQ�D�SDUWLFXODUO\�ELRSK\VLFDO�VHWWLQJ�WKDW�SURYLGHV�FRQWH[W�
for all interactions (2006: 114). She represents these interactions through a helpful 
diagram of three overlapping circles within a single larger circle. The larger circle 
represents the biophysical setting; the three small circles represent psychological 
(individual), sociocultural, and political and economic elements; and the centre of 
the diagram where the three inside circles overlap represents a multidimensional 
sense of place.

Cresswell (2014: 6–9) notes that the notion of gathering and interweaving has 
a powerful presence within the study of place in human geography whilst also 
having particular appeal in area studies. His explanation of this understanding of 
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SODFH�µDV�D�JDWKHULQJ�RI�PDWHULDOLWLHV��PHDQLQJV�DQG�SUDFWLFHV¶�����������R൵HUV�D�
useful framework for thinking about the connections between music and place 
RXWOLQHG�E\�WKH�FRQWULEXWRUV�WR�WKH�FXUUHQW�YROXPH��,W�LV�UHÀHFWHG�DOVR�LQ�%HYHUOH\�
'LDPRQG¶V�PDVWHUIXO�µ$IWHUZRUG¶�WR�WKH�LQÀXHQWLDO�DQWKRORJ\�Performing Gender, 
Place and Emotion in Music: Global Perspectives, where she likewise notes that 
µWKH�IUDPLQJ�RI�SODFH�LV�QHFHVVDULO\�YDULHG�LQ�GL൵HUHQW�FRQWH[WV¶��'LDPRQG�������
������JRLQJ�RQ�WR�GHVFULEH�WKH�PDQ\�GL൵HUHQW�ZD\V�LQ�ZKLFK�µSODFH¶�LQWHUUHODWHV�
with gender and emotion in the case studies contained in the volume. As Edward 
Casey explains,

places gather things in their midst – where ‘things’ connote various animate 
and inanimate entities. Places also gather experiences and histories, even lan-
guages and thoughts … the power belongs to place itself, and it is a power 
of gathering.

 (1996: 24)

The notion of gathering and the resultant dynamism can provide helpful ways of 
WKLQNLQJ�DERXW�KRZ�SODFH�LQWHUZHDYHV�ZLWK�WKH�PDQ\�FXOWXUDO�ÀRZV�RI�(DVW�$VLD��
pulling in certain directions at certain times, and emphasizing certain aspects in 
particular contexts. The notion of weaving also allows us to consider textured 
aspects of place in a manner that recognizes that its ‘distinctive qualities may be 
profound’ (Adams, Hoelscher and Till 2001: xiii).

Many of the studies featured in this volume illustrate the value of considering 
place as being textured, or as a gathering or interweaving of experiences, histo-
ries, and other entities, in understanding connections between music and place. 
For instance, Terauchi’s exploration of gagaku in a Shinto festival in Nara, de 
Ferranti’s study of biwa, and Ong’s discussion of kunqu in Suzhou, show how 
memories and historical records of place interweave with the present through the 
OHQV� RI�PXVLF�� SXOOLQJ� WRJHWKHU� FHUWDLQ� HOHPHQWV� LQ� GL൵HUHQW�ZHEV� RI� LQWHUFRQ-
nection. Within several chapters that consider issues of repertoire and canoniza-
tion – including for the pipa (by Liu), for the shakuhachi (by Day), and for North 
and South Korean musical soundworlds broadly considered (by Howard) – we 
can observe that place is shaped by and interrelates with music through various 
interwoven factors including the actions of individuals and communities; identi-
¿FDWLRQ�ZLWK�UHJLRQ�RU�QDWLRQ��DQG�PRYHPHQW�RI�PXVLF�EHWZHHQ�GL൵HUHQW�VRFLDO�
contexts or strata.

In other chapters that follow, textured qualities of place gather more strongly 
through connections to the natural landscape, language, and associated cultural 
memory – as, for example, in the studies on Yangzi delta shan’ge (by McLaren) 
DQG�RQ�PXVLF�LQ�7LEHW��5RFKH���0XFK�UHVHDUFK�ZKHUH�SODFH�LV�KHDYLO\�LQÀXHQFHG�
E\�LGHDV�RI�WKH�ORFDO�HQYLURQPHQW�WRXFKHV�DOVR�RQ�WKH�DVVRFLDWHG�¿HOG�RI�HFRPXVL-
cology (see, for example, Allen 2011; Titon 2013; Allen and Dawe 2015; Edwards 
2018). Teoh contextualizes the experience of place in a geographical sense as this 
intersects with ethnicity among Taiwan’s indigenous peoples, while for several 
other contributors, it is a gathering of elements of place around physical aspects 
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RI�WKH�EXLOW�HQYLURQPHQW�DQG�LWV�KLVWRULFDO�VLJQL¿FDQFH�±�IRU�LQVWDQFH��SHUIRUPDQFH�
spaces for Korean kugak (Finchum-Sung) and for performances of musical moder-
nity in early and mid-late twentieth-century South Korea (Kim, Maliangkay).

Place as a Way of Seeing, Hearing, Researching, and Writing
In understanding place as something which has texture, consists of interwoven 
elements, and is a locus of gathering, we implicitly acknowledge the importance 
of context and, by extension, the subjectivity inherent in understanding the con-
textual features of this concept. As Cresswell notes, ‘In other words, place is not 
simply something to be observed, researched and written about but is itself part of 
the way we see, research and write’ (Cresswell 2015: 24). In this, understandings 
RI�SODFH�ZLWKLQ�KXPDQ�JHRJUDSK\�KDYH�FHUWDLQ�SDUDOOHOV�ZLWK�WKH�UHÀH[LYH�WXUQ�LQ�
anthropology and ethnomusicology since the 1990s. But rather than it being the 
researcher’s identity or subjective positioning that can impact upon the study, it is 
their being at a particular locus of elements that form ‘place’ which brings to bear 
upon how we understand and express ideas about all places.

Some of the following studies involve more explicit handling of this issue than 
others. One example is Roche’s study of the intersection between music, the mul-
tiple languages of Tibet, and place, wherein his perspective is necessarily located 
outside the mainstream of both Tibetan and mainstream Chinese understandings, 
and how such an intersection permeates his discussion. Ingram similarly presents 
a view of place and music connections in Kam minority music from southwestern 
China that concords more with two dimensions of place that are both located out-
VLGH�WKH�+DQ�&KLQHVH�FXOWXUDO�FHQWUH��¿UVW��WKDW�RI�.DP�SHRSOH�WKHPVHOYHV��ZKR�
have for centuries been viewed in China as primarily being geographically distant 
from China’s sociopolitical centre; and, second, of a researcher looking outwards 
to understand how place is felt and experienced. Of course, it would be errone-
ous to suggest that geographical or cultural location beyond the mainstream of 
each of these cases necessarily produces a more ‘objective’ analysis. However, it 
could certainly be said that each researcher’s location promotes a particular way 
of viewing the world and listening to the music of the world. Turning to Cresswell 
again, ‘Place then is both a (real) thing in the (real) world and a way of thinking 
about the world that foregrounds the geographical rather than the social, natural 
or cultural’ (Cresswell 2014: 7).

The Presence of Place
7KH�KLVWRULDQ��SKLORVRSKHU��DQG�WKHRULVW�(WKDQ�.OHLQEHUJ�R൵HUV�D�XVHIXO�VXPPD-
tion of thinking around the concept of ‘presence’, a notion which we use in the 
title of this book to indicate the dimensions related to place that are conveyed 
WKURXJK�VRXQG��.OHLQEHUJ�SRLQWV�RXW�WKDW�µWKHUH�DUH�GL൵HULQJ�LGHDV�DW�SOD\�DV�WR�
KRZ�WKH�SDVW�SUHVVHV�LQWR�WKH�SUHVHQW�DQG�WKH�VFRSH�RI�WKH�³SUHVHQFH�H൵HFW´��WKDW�
is, the non-proximate presence of persons, of moods, of environment’ (Kleinberg 
2013: 1). For geographers, too, place is linked to presence in an evocative way; 
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as Cresswell explains, ‘Places have a material presence … but places have more 
of a material presence than just their landscape’ (2014: 9). The non-materiality of 
music allows it to convey a presence that permeates strongly the places through 
which it is associated, or to convey those places in other ways, providing space for 
their interrelated aspects to emerge, take shape, and exist with a degree of power 
that belies music’s intangible nature.

Place and the Music of East Asia
Our topic is clearly broad and, we argue, has been somewhat neglected in the 
OLWHUDWXUH��+HUH��HDFK�FKDSWHU�H[SORUHV�D�VSHFL¿F�JHQUH�RU�WRSLF�UDWKHU�WKDQ�SUH-
senting an overview, and we group chapters together geographically. In the main, 
our considerations address longer-standing musical traditions although the con-
tributions by Howard, Roche, and Teoh all include explorations of contemporary 
popular genres. Given the many and diverse links between music, sound, and 
SODFH��ZH�FDQ�¿QG�QR�UHDVRQ�WR�LPSRVH�DQ�RYHUDUFKLQJ�WKHRU\��KHQFH�ZH�WUDYHUVH�
wide and divergent spaces, utilizing ethnographic data and narratives. Our hetero-
JHQHRXV�DSSURDFKHV�LOOXVWUDWH�WKH�ULFKQHVV�RI�XQGHUVWDQGLQJV�RI�SODFH��DQG�R൵HU�D�
corrective against attempts to generalize.

We open with considerations of the People’s Republic of China. Catherine 
Ingram explores how Kam (in Chinese, Dong) minority big song singing in 
China’s southwest has long had an important role in presenting and transmitting 
culture and identity, and consequently exhibits intimate connections to localized 
conceptions of place. Following the so-called ‘discovery’ of Kam big song sing-
ing in the mid-twentieth century, big song began to be used to in discussions of 
long-challenged evolutionary theories to demonstrate that Chinese music was not 
DOO�PRQRSKRQLF��DQG�WKHUHE\�FDPH�WR�EH�LGHQWL¿HG�ZLWK�WKH�HQWLUH�&KLQHVH�QDWLRQ��
However, huge social change, the recognition of big song as intangible cultural 
heritage, and more, has expanded and shifted connections between music and 
place, both within and beyond Kam communities. Likewise, Anne E. McLaren 
takes us to song-cycles sung on Lake Tai and along its waterways in the lower 
Yangzi delta region. These are rich in the sense of natural habitat and, conse-
quently, entextualize place as the site of cultural memory. McLaren shows how 
narrative song traditions, stemming from songs known as shan’ge (mountain 
songs) once sung by illiterate populations in rice paddies or while journeying by 
boat around the lakes and waterways, articulate indelible senses of place and iden-
tity that encapsulate how communities construct and interpret the environment in 
which they live.

Third, Min Yen Ong explores the southeastern kunqu genre, part of China’s 
widespread and very diverse opera traditions. She explores how sustaining herit-
age balances and manages competing values in performance and promotion, facil-
itated through takes on history and aesthetics that underpin productions, tourism 
events, and learning methodologies. She analyses how Kunqu is associated with 
Suzhou as a region and a place, and how music provides important, emotive, but 



 Introduction 7

GL൵HUHQW�QDUUDWLYHV�IRU�WRXULVWV�DQG�D�ORFDO�SRSXODWLRQ��6KH�FRQWUDVWV�WKH�FUHDWLRQ�
RI�SODFH�WKURXJK�WRS�GRZQ�SUHVHUYDWLRQ�H൵RUWV�ZLWK�WKH�VHQVH�RI�SODFH�DQG�FRO-
lectivity felt among elderly amateur practitioners. Places are shown to be sites of 
contestation, involving memories to evoke and memories to forget. The pillars 
of local and national, though, have been joined by institutional training, and this 
leads to our fourth chapter, in which Lu Liu explores how place has impacted on 
the development of a single instrument, the pipa lute. While in previous centuries 
the pipa�ZDV�WDXJKW�ZLWKLQ�GL൵HUHQW�UHJLRQDO�VFKRROV�LW�LV�QRZ�SDUW�RI�FRQVHUYD-
WRLUH� WUDLQLQJ�DQG�LV�SHUIRUPHG�RQ�XUEDQ�VWDJHV��7KH�FRVPRSROLWDQ� LQÀXHQFH�RI�
Beijing on the pipa�LV�UHÀHFWHG�LQ�HGXFDWLRQDO��VRFLDO��DQG�KLVWRULFDO�IDFWRUV��DQG�
Liu explores four key pipa�¿JXUHV�±�/LX�7LDQKXD��/LQ�6KLFKHQJ��/LX�'HKDL��DQG�
Zhang Qiang – none of whom were born in Beijing, but for all of whom Beijing 
plays or played a central role in their careers.

We resist the politics of place. However, Chapters 5 and 6 move westwards 
and eastwards, respectively. First, Gerald Roche looks at links between place, 
song, and language in Tibet, examining how music is represented in the construc-
tions of popular forms, and how this impacts on the maintenance of social diver-
VLW\�±�VSHFL¿FDOO\��OLQJXLVWLF�GLYHUVLW\��7LEHW�LV�OLQJXLVWLFDOO\�GLYHUVH�EXW�FXOWXUDOO\�
integrated, and song has played a crucial role in this integration, to the extent 
that many speakers of non-Tibetic minority languages across the plateau have 
traditionally sung in Tibetan, making Tibetan a common sung – rather than spo-
ken – language. Roche shows how pop songs imagine place and space in terms of a 
national geobody – a bounded, internally homogenous unit – but how this has been 
refracted as linguistic minorities, rather than singing themselves into a place, sing 
their own alienation from that geobody, and use song not as a medium of exchange 
between diverse peoples but as a shibboleth for national belonging and boundary 
marking. Contrasting Roche, Yang-Ming Teoh discusses how diverse Taiwanese 
indigenous music has and is used to create a multicultural, localized identity shared 
across Taiwan. The main essences of the indigenous character, based on place and 
space and referred to as a culture of mountain and sea (or island and ocean), is 
harnessed in a continuum running from an open attitude which endorses interna-
tionalism, universalism, and globalization, to an appeal to seclusion in which local 
and traditional values rooted in Austronesian, Formosan, and Taiwanese forms 
DUH�SURPRWHG��3ROLF\�DQG�SUDFWLFH��DQG�SHRSOH¶V�DWWLWXGHV��ÀXFWXDWH�IURP�RQH� WR�
the other, and are seen in pop culture’s transcultural engagements, in local and 
QDWLRQDO� FHOHEUDWLRQV�� DQG� WKURXJK�H൵RUWV� WR� UHYLYH�DQG� UHLQYLJRUDWH� LQGLJHQRXV�
traditions without resorting to the fossilization inherent in much preservation.

Four chapters consider Korea. First, Howard challenges assumptions about 
‘Korean music’, reconciling the sense of tradition inherent in kugak – Korean tra-
ditional music as it has become the internationally iconic soundworld of South 
Korea – with the internally representative ‘popular’ songs of North Korea, where 
socialist realism meets the local monolithic ideology of juche through ideologi-
cally sound lyrics. Today, the sonic representation of a country has much to do 
with a mediatized iconicity fashioned both by temporality and by the politics of 
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representation, and Howard argues the two competing soundworlds in the two 
FRPSHWLQJ�.RUHDQ� VWDWHV� FRQVWLWXWH� GL൵HUHQW� UHVROXWLRQV� WR� VKDUHG� H[SHULHQFHV�
of colonialism, war, and subsequent rebuilding. Second, Hee-sun Kim zooms in 
on how music within the ‘folk’ category came to mark kugak during the twenti-
eth century. She delineates how connections between place and genre have been 
XQGHUVWRRG� DQG� FRQVWUXFWHG� GL൵HUHQWO\� RYHU� WLPH�� UHÀHFWLQJ� WKH� SHUIRUPDQFH��
broadcasting, and musicological contexts in which they were framed. Regional 
identity became embedded in the formation of kugak as a category, but within 
this the (South) Korean capital, Seoul, played a central role, since that was where 
Westernized concert stages, broadcasting, recording industries, and tertiary-level 
HGXFDWLRQ�JUHZ��)URP�6HRXO��UHJLRQDO�JHQUHV�ZHUH�SURMHFWHG�QDWLRQZLGH��¿[LQJ�
the relationships between music and place.

Third, Hilary Finchum-Sung considers the role of physical space in fram-
ing performances of kugak. Occupying an underdog position within the domes-
tic music market but contributing to a core Korean aesthetic, kugak has been 
deemed to require spaces distinct from those of Western theatres and concert 
halls. Acoustic spaces have thus become meaningful, and ongoing debates 
DERXW�DPSOL¿FDWLRQ��RU�LWV�DEVHQFH���DQG�DERXW�LGHDO�VWDJH�PDWHULDOV�DQG�GHVLJQ��
reveal (and revere) ideas about authenticity. As Finchum-Sung explores acous-
tic designs for kugak, she notes how the act of performance draws performers 
and audiences alike into an interpretive space, thereby contributing to a Korean 
socio-historic sonic experience that reveals ontologies which connect to kugak’s 
struggle for sustainability in the modern world. From here, fourth, Roald 
Maliangkay returns us to an earlier space, the Walker Hill Resort, which opened 
its doors in 1962 and aimed, with government support, to persuade wealthy 
foreigners to holiday in Korea. The resort, built on a mountainside in Seoul’s 
eastern suburbs, became known for its risqué live shows that broke with Korea’s 
conservative morality. Despite existing at a distance from the mainstream of 
FXOWXUDO� SURGXFWLRQ� IRU�.RUHDQV��:DONHU�+LOO� VKRZV� KDG� SURIRXQG� LQÀXHQFHV�
on Korean music, launching the careers of many stars and developing choreo-
graphed staged versions of traditional repertoires.

Next, we travel across the contested waters of Korea’s East Sea (or, Sea of 
Japan). Historically, the court music of Japan, gagaku, was transmitted from 
China (but incorporating repertoires considered Korean and Vietnamese), with 
Korea acting as both a nurturing ground and as the bridge from continental East 
$VLD�WR�WKH�-DSDQHVH�DUFKLSHODJR��7KH�OLQNV��WKHPVHOYHV�SURIRXQGO\�LQÀXHQFLQJ�
notions of place, have long been studied, notably by the ‘Picken school’ – by 
Laurence Picken (1909–2007) and his students and associates (Howard 2014: 
337–60) – and also by many Asian scholars (see, e.g. Zhao 2012). In Chapter 
����1DRNR�7HUDXFKL�R൵HUV�DQ�DQDO\VLV�RI�D�6KLQWR�IHVWLYDO�LQ�1DUD��D�FLW\�OLVWHG�
by UNESCO as a World Heritage site, and its showcasing of gagaku and other 
performing arts from ancient and mediaeval times (including dengaku, miko-
kagura, sarugaku (noh), and seinoo). The festival, Kasuga wakamiya onmat-
suri, hosted by the Kasuga-Taisha Shrine, has been held annually since the early 
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twelfth century, but struggled to survive social changes brought by the 1868 Meiji 
Restoration. As its sponsoring temple lost power, volunteer priests and common 
people were allowed to execute its parts. Its parade, the Owatari-shiki, was re-
routed to take in the commercial downtown and the new railway stations, and to 
VDWLVI\�WKH�WRXULVW�JD]H��EXW�HDFK�SODFH�FRQWLQXHV�WR�LQVHSDUDEO\�FRQQHFW�WR�VSHFL¿F�
performances, while the arrangements of performances convey social – and at 
times political – meanings.

In Chapter 12, Hugh de Ferranti considers the biwa, a short-necked lute related 
to the Chinese pipa with a history in Japan of more than 1000 years. Although 
associations with ancient court culture and blind narrative singers remain impor-
tant, repertoires commonly heard today derive from musical recitation traditions 
developed in regions of Kyushu from the eighteenth century onwards. Ties to the 
former Satsuma domain were important in Tokyo by the 1880s, and continued to 
be so for old-school players. Although one style, the chikuzenbiwa, was devel-
oped at the end of the nineteenth century in northern Kyushu, Kyushu practice 
KDG�OLWWOH�UHOHYDQFH�DIWHU�LW�ZDV�EURXJKW�WR�7RN\R��DV�LV�FOHDU�LQ�WKH�.LQVKLQU\ǌ��
a new Tokyo school that then gained nationwide popularity. When biwa music 
ZDV�¿UVW�FDUULHG�DEURDG��LW�VLJQL¿HG�,PSHULDO�-DSDQ��WKH�KHDUWODQG�RI�DQ�HPSLUH��
home to what ended in calamity in 1945. De Ferranti tracks back and forward, 
exploring how the 1960s Tokyo avant-garde gave the biwa a new aesthetic pres-
ence in instrumental, vocal, and multi-media works, and how some contemporary 
musicians are innovatively exploring new narrative spaces. Finally, Kiku Day 
turns to a second iconic Japanese instrument, the shakuhachi��ORRNLQJ�DW�D�VSHFL¿F�
example, the 1H]DVD�KD�NLQSǌU\ǌ. This originated at a Fuke sect temple far from 
the centre: during the Edo period, as the honkyoku (often translated as ‘original 
pieces’) were created and became a classical repertoire, up to 77 Fuke sect tem-
SOHV�ZHUH�VFDWWHUHG�DURXQG�-DSDQ��,GHQWL¿FDWLRQV�ZLWK�SODFH�PD\�UHODWH�WR�D�WHPSOH�
location, to natural features of a region, or even to the bamboo from which instru-
ments are fashioned, but modern life takes players who represent and transmit a 
certain style away from a given locality while leaving many lineage holders in 
UXUDO� DUHDV� VWUXJJOLQJ��$JDLQ�� SLHFHV� IURP�D� VSHFL¿F� ORFDOLW\� WUDYHO� DV� WKH\� DUH�
incorporated into the repertoires of mainstream groups in urban settings. Using 
the idea of collective memory, and the Japanese concept of furusato, Day explores 
KRZ�LGHQWL¿FDWLRQ�ZLWK�SODFH�LV�FRQVWUXFWHG�DQG�UHFRQVWUXFWHG�ZKHQ�UHSHUWRLUH�LV�
performed far from its origins.

Taken together, our contributors show how place is embedded in songs and 
in instrumental repertoires, in rituals and festivals, and is part of historical and 
SROLWLFDO�OHJDFLHV��3ODFH�LV�LQWHUSUHWHG�DW�VSHFL¿F�SRLQWV�LQ�WLPH��(FRQRPLF�DFWLY-
LW\��XUEDQL]DWLRQ��FRPPRGL¿FDWLRQ�DQG�FRPPHUFLDOL]DWLRQ��DV�ZHOO�DV�QDWLRQDO�DQG�
international migration, both remove and reinforce perceptions pertaining to the 
UHODWLRQVKLSV�EHWZHHQ�PXVLF�DQG�SODFH��$QG��ZKLOH�LGHQWL¿FDWLRQV�ZLWKLQ�PXVLF�
ZLWK�SODFH�RIWHQ�UHÀHFW�LVVXHV�WKDW�KDYH�FRQWHPSRUDU\�UHVRQDQFH��WKH\�PD\�DOVR�
be used, implicitly or explicitly, to establish or maintain a musician’s – or an 
audience’s – place in the world. With this, we return to Cresswell, who states that 
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LW�PDNHV�QR�VHQVH�WR�GLVVROYH�SODFH�HQWLUHO\�LQWR�D�VHW�RI�ÀRZV�DQG�FRQQHFWLRQV�
(2014: 20). What, he asks, does this leave for geographers (and others) to do? One 
answer would be a renewed practice of place-writing, and as Cresswell critiques 
KRZ�WKH�WUDGLWLRQ�RI�UHJLRQDO�JHRJUDSK\�IURP�WKH�¿UVW�KDOI�RI�WKH�WZHQWLHWK�FHQ-
WXU\�EHFDPH�PRULEXQG�DQG�SDURFKLDO�LQ�LWV�ÀDW�GHVFULSWLYHQHVV��KH�DVNV�ZKHWKHU�LW�
LV�SRVVLEOH�WR�VWDUW�DJDLQ��R൵HULQJ�PRUH�WKDQ�GHVFULSWLRQ��UHVLVWLQJ�WKH�UHL¿FDWLRQ�
of places to roots or routes, to materiality or practice, to presentation or the non-
representational, and providing detailed interweavings of theory and empirics in 
order to better understand the ongoing process of becoming place. This, in respect 
to East Asian music, is what we attempt to provide here.

Conventions
The romanizations used in this volume are as follows: pinyin for Chinese terms 
and names, for both Republic of China and People’s Republic of China discus-
sions (with romanizations for the Republic of China based on Mandarin pronun-
ciation); Hepburn for Japanese; McCune-Reischauer for Korean, using the 1988 
PRGL¿FDWLRQV�RI�WKH�.RUHDQ�0LQLVWU\�RI�(GXFDWLRQ��LQFOXGLQJ�µshi’ rather than 
‘si¶� WR� UHÀHFW�SURQXQFLDWLRQ���$Q�H[FHSWLRQ�DSSOLHV� WR�SHUVRQDO�QDPHV��QDPHV�
given in Chinese, Japanese, or Korean in published sources are rendered using 
WKH�DERYH�URPDQL]DWLRQ�V\VWHPV��ZLWK�IDPLO\�QDPH�¿UVW�DQG��ZLWK�WKH�H[FHSWLRQ�
of Taiwanese names, without hyphenation; but, we respect preferred spellings 
of personal names where the publication is in English or another European lan-
guage, where an author (or musician) is well known beyond East Asia, or where 
an author has communicated a clear preference. For the chapters featuring 
less widely spoken languages – Kam and various Tibetan languages – Ingram 
DQG�5RFKH�EULHÀ\�FRPPHQW�ZLWKLQ�WKHLU�FKDSWHUV�RQ�WKH�URPDQL]DWLRQ�V\VWHPV�
employed.

Where appropriate, we adjust the grammar of interview quotations in the belief 
that everyone we converse with has the right for their words to be rendered ade-
quately. Titles of musical works, pieces, or recordings are given in parentheses, 
with the romanized Chinese, Korean, Japanese, or Tibetan preceding an English 
translation or transliteration where appropriate or needed. English translations of 
East Asian works are given only where these are provided in the original. A note 
about the East Asian concept of ‘folk’ and ‘court’: ‘folk’, as the Little Tradition, 
is in East Asian usage separated from the court, aristocratic/gentry and literati 
µKLJK¶�RU� µFODVVLFDO¶�*UHDW�7UDGLWLRQ� �%DXPDQ�������[LLL±[[L�� VHH�DOVR�5HG¿HOG�
�������7KLV�XVDJH��ZKLFK�ZLOO�EH�UHJXODUO\�HQFRXQWHUHG�LQ�WKLV�YROXPH��UHÀHFWV�LWV�
UHODWLYH�SUHYDOHQFH�LQ�(DVW�$VLD��6XFK�XVDJH�FDQ�SHUSHWXDWH�D�GH¿QLWLRQ�LQ�ZKLFK�
‘folk music’ is (or was) the product of an orally transmitted tradition that has been 
VHOHFWHG�DQG�XWLOL]HG�E\�DQ� LGHQWL¿DEOH� FRPPXQLW\�EXW�ZKLFK� LV� OLNHO\� WR�KDYH�
local or individual variations and be presented by amateur rather than professional 
musicians. Just as this presents myriad problems, so there are many problems with 
the term ‘tradition’, a term which continues to have widespread – but regionally 
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distinct – utility in East Asia, due not least to the region’s long and distinguished 
historical legacy. ‘Traditional’ may also apply to court and literati musics, but in 
respect to the frequent correlation between ‘folk’ and ‘traditional’, it is perhaps 
no accident to recall that the International Folk Music Council changed its name 
WR�WKH�,QWHUQDWLRQDO�&RXQFLO�IRU�7UDGLWLRQDO�0XVLF�DW�LWV�¿UVW�HYHU�PHHWLQJ�LQ�(DVW�
Asia – in Seoul – in 1981.


