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Abstract

Through the entry point of salsa dancing, this study explores the circulation of

people, imaginaries, dance movements,conventions and affectsfrom a transnational

perspective In particular, it examines the negotiations of gender and ethnicity and

analyses the transnational careers D salsa dance professionals. Itdevelops a
theoreOEA AT AOAI AxT OE OIE OGKng /Atd acColrit the e®doticdA AE OA
ATET CO 1T &£ OAI OA rdginksAoh 0abilityd O Ax Al IET AGOBAOAIT 06
positions in a transnational field.

The research rests on a qualitative, multisited study with the hitherto neglected

group of salsadancers, including multiple research phases over a period of three

years between 2013 and 201®he short-term embodied ethnography took place at

salsa congresses, in salsa studios and during salsa holidays in cities Burope and

Cuba, as well as online(mainly on Facebook). In total, 36 £mi-structured, problem-

centred interviews were conducted with female and male salsa dancers.

This thesis draws on an interdisciplinary approach, mobilising theoretical

frameworks developed in diverse research fieldsithin the social sciences,such as

research on migration and (im)mobility, tourism, ethnicity, gender, affect, as well as

dance, musicand art. It suggests that the crossing of such diverse fields can help to

overcome some of the theoretical and methodolaical limits of existing research. It

argues that a transnational perspective combined with an (im)mobilities approach

can fruitfully be integrated into the analysis of dance- or art-related O x I OtoA O 6
enhance the understanding of the shaping of suchtransnational social fields,

including an awareness of globespanning power relations. It also contributes to on

going methodological debates within migration and mobility studies, notably on the

OAROET EAEUAOQEIT 1 @ns byBeldath@hldadanBes b thel Bresence at

AOGAT 0O OAOEAO OEAT A OPAAEEEA ORéEEsEAG 1 O
AAGAT T PO OEA TTOETT 1T & OAT OATCIAA 11T AEI EOEA
to mobility and the importance of social capital and imaginaries in this process.

This study relies on an analysis that ranges from the intimate gendered and
ethnicised/racialised moves on the dance floor to the crossborder mobility of salsa

dance professionals, and it thereby contributes to a deeper theoretical ané&mpirical



understanding of gendered and ethnicised/racialised transnational processes.

Notably, it explores from a micro-sociological perspective how salsadancers

renegotiate gendered and ethnicised/racialised practices in embodied ways and
demonstrates the different salience of these two categories. It also explores the
OAEEFAAOGEOA 1 AAT GQesand ladkudwlhatianEoE Whet isiehididdCas

OOAI OA AAPEOAI &6 1T &£ OAI OA AAT AA bDPOT ZAOOEI T A
careers in order to gobeyond celebratory accounts of salsa as th&speranto of the

body. As this thesis demonstrates research on spatial mobility and transnational

networks through the prism of dance allows for alternative perspectives on social

organisation, transnational encounters and global inequalities

Keywords: Mobility; gender; ethnicity; salsa dance; entangled mobilities;

transnational circulation



Résumeé

Au travers d'une étude sur la danse salsa, cettthese O6 ET O1 OAOOA U 1 A AE
personnes, dimaginaires, de mouvements de danse, de conventions eb 81 | T OET T O
dans une perspective transnationale. En particulier, elle met en lumiére les

TiCl AEACETI T O AA CAT OA AO Ad A taadndidha@edidesAO Al |
danseurs et danseuses de salsa professionnel.le.s. Elle développe un cadre théorique

qui permet d'étudier le« circuit de la salsa», tout en tenant compte des pratiques

incorporées des danseurs et danseuses, desrégimes de mobilité » et des positions

différentes des individus dans un champ transnational.

Cette recherche se base sur ue étude qualitative et multi-située menée en plusieurs

phases entre 2013 et 2016 aupres de danseurs et danseuses de salsa. Une
ethnographie incorporée decourte durée a été réalisée lors de congrés de salsa, dans

des studios de salsa, pendant des voyages de salsa dans des villes d'Europe et a Cuba,

AET OE-l BROb AT § POET AEPAI AT AT O &AAARAATTEQ8 *6AE
semi-structurés et centréssur un probléme avec des danseuses et danseurs de salsa.

#AOOA OEiT OA O6APPOEA OO0 O1T A ApDPOI AEA ET OF
théoriques développés dans des champs de recherche divers au sein des sciences

sociales, tels que les recherches sue$ migrations et les mobilités, sur le tourisme,

000 1 6AOETEAEOi h 1T A CAT OARh 16AZEEAAO AET OE K
que larticulation de ces différents champs de recherche permet de dépasser

certaines limites théoriques et méthodologiques des recherches existantes. En effet,

une perspective transnationale combinée avec une approche en terme d'(im)mobilité

DAOO 80OO0A ET Oi COondes@ AAB AT AT ADROKAAIOO KAA 1 6 A0
meilleure compréhension de ces champsransnationaux, sans négliger les relations

de pouvoir globales. Cette these contribue également aux débats méthodologiques

au sein des études des migrations et des mobilités, notamment en ce qui concerne la

« des-ethnisation » des designs de recherche. Epffet, les danseurs et danseuses de

salsa au centre de ce travail ont été choisis en raison de leur présence lors des
evenements plutdt que sur la base de catégorisations @hniques » ou nationales

,,,,,,

Cette thése développe la notion de« mobilités enchevétées¢ HT OO0 OAEOEO |



AE AL OATAET U 1T A T TAEITEOT AO 16EI BT OOAT AA
processus.

Cette étude développe une analyse qui part des mouvements intimes genrés et
ethnicisés/racialisés sur la piste de danse et s'étend la mobilité transfrontaliere des
professionnel.le.s de la danse salsa. Ce faisant, elle contribue a une meilleure
compréhension théorique et empirigue des processus transnationaux genrés et

ethnicisés. En particulier, elle explore dans une perspective mio-sociologique

ATTTATO 1TAO AAT OAOBOO AO AAT OAOOAO AA OAIl OA

Esperanto du corps Comme cette these le démontre, la recherche sur la mobilé

spatiale et les réseaux transnationaux a travers le prisme de la danse offre une

DAOOPAAOEOA Al OAOT AOEOA OOO 1681 OCAT EOAQEI T

inégalités globales.

Mots -clés: mobilité ; genre; ethnicité ; danse de salsa mobilités enchevétrées;

circulation transnationale
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Introduction

An ethnographic entry to salsa
)y 086 0 A ATl evehing3nAébuarn 2016 am surrounded by small groups
of people all heading towards the convention centre near the lake in the heart
of Zurich. As | open the doors, | can immediately hear the rhythmic music
drifting down the stairs. | passbeneath an arch of multi coloured balloons; this
year the Salsdestival Switzerland celebrates its 18 anniversary (see Rcture 1).
In the entrance hall, people are queuingfor their tickets (about 55 Euro for
tonight), but | already wearthe wristband | put on the day before, allowing me
accessduring the whole festival: three party nights and the workshops during
Saturday and Sunday.
| take off my coat and warm boots and change into a pair of dance shoes, made
of soft black leather, with heels low enough to make it through the night but
high enough for me to be considered a salsadancer. Around me women and
men are doing the same, changing their street shoedor dance shoes and
CAOOET ¢ OAAAU &I O OOEA AECCAOO 3A1 OA PAO
Ol 1T ECE 06 énnobnded @Uhe EeSival programme. People remove their
coats and jacketsto reveal short dresses, blacktrousers combined with fancy
shirts and suits appear. The dancerfave followedOEA 1T OOT 1T &£ OI 1T ECE
OAOAOO O] ancEthebspoksvénd dominating the look at the daytime
workshops has completely disappeared. | look aroundaspeople arrive in small
groups or couples | spot a familiar face and greet him with a kiss on each
cheek. Next to us | hear others doing the samespeakng English and talking
about the last salsa festivalwhere they met z was it in Rovinj (Croatia) last
summer, in Berlin last autumn or in Krasnoyarsk (Siberia) this winter?
| leave my coat at thecloakroom and walk through the hall, passing the fesival
posters from the last 14 years, presented on big easels. The first is from 2002
and shows a dancing couple on red background accompanied by this
explanation: 0) T OPEOAA AU OEA 3A1 OA #11COAOO 1 A
musqueteers [sic] present theSalsa Kongress [sic] Zirich, the one with theB& 6

| walk up the stairs and take a look at the largeroll-up posters announcing

17



future events in Bordeaux Milan, Antwerp, , T T AT T h Eo#&d EE
Dusseldorf, Sopot (Poland), Paris Frankfurt, Maribor and Munich. There are

also ads forSalsa Holidays in Mallorcaand salsa schools in Zurich. On a table

by the wall, printed flyers advertise all these festivals and more in: Limassol
(Cyprus), Northwest UK, Monaco, St. Gallen Switzerland), Vilnius, Frankfurt,
Minsk, Warsaw, Graz Prague, Kiev, Antalya, Rovinj (Croatia), Stuttgart,

Marrakesh, Hamburg, Dubai and Lebanon

rmryZOlG

K[]NGRESSHHUS ZORICA | SHLSHFESTIVHL COM

Picturel FlyerSalsa Festival Switzerlap@16

As | continue, the music gets louder and people rush up the starsE 08 O Al I 1 00
11pm and the shows start on time, as the organiser likes to stress. | enter the big

hall upstairs and pass the (now closed)ooths where dancers can purchase all

18



the dance shoes, CD and clothesthey want AOOET ¢ OEA AAUB8O xI1 OE(
myself immersed in a dressedup crowd, feeling the excitement of a long
dancing night ahead. Some people hold a drink, but most of them stand
around the large wooden dance floor or have alreadyformed a couple and
started to dance woman and man, often touching only with their hands,
sometimes with a hand on a shoulder or OEAE O DBbac Oheh ove
quickly to the music, stepping forwards and backwards, changing place and
turning around, flicking hair, smiling .t They dance together for one or two
songs, then separate when the music comes to an end and reform new couples.
After a well-known salsa songends, the DJ changes the music and the attention
turns to the huge stage installed on one side of the room where the host
welcomes the first performersto the stage.

During the next hour, different dance couples and groups successively perform
their choreographed shows, dressed in colourful costumes, and applauded
enthusiastically by hundreds of people. The firstperformance is by anamateur
group who won the stargate-show this afternoon, a competition for the
thousands of aspiring salsa amateurs who want to perform on stage. They are
followed by more complex, quick performances, including acrobatic lifts, with
female dancers balancing over the heads of their mla partners, swirling
through the air and holding their pose on the floor in splits as the salsa music
stops. Other dancers perform to pop and rock musi¢ without touching each
other they interpret their story. The last dance couple interprets Cuban music,
and demonstratively wave with a Cuban flag when leaving the stage. At the end
the public applauds, whistles and screams and all the performers come back,
but not on stage: instead, they walk directly onto the dance floor where they
invite individuals from the public to dance with them. The DJ plays several
songs and soon the whole roomis transformed into a sea of moving bodies.

| decide to look at the other rooms, all namedfor different music-dance styles:
the big room next to the main stage is decoratel with palm trees and a huge

poster of old cars and coloniatstyle buildings z the salsa Cubanaroom. A bit

1 For a video demonstrating salsa social dancing at a festivalebesnd.ly/salseD.
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further away | walk into a smaller room, named salsa romanticg next to the
bachata room. | learn from the programme that there are more rooms
downstairs: one for kizomba, and others for the after party that starts at 4am.
Indeed, as | leave the party at 2.30am, there are still people arriving, taking off
their coats and putting on their dance shoes.

(Edited Field note, 27 February 2016, Salsafestivalvitzerland)

Why study salsa dancers? A personal journey

This entry into the field through a snapshot of a salsa congress is an invitation to an
intellectual exploration of what | havecol A O1 O Aftettive@éodomyd 1 £ OEA
salsa circuit. In the early 2000s, salsa festivals or congresséke the one described in
this field note started to appearin urban centres all over Europe, North America,
Australia and some countries in Asia (later also in Africa and South America), fuelled
by event organisers and salsa entrepreneurs, taking up the successful model of the
Puerto Rican Salsa Congress. In the following years, the partner dance has attracted
ever more students circulating between the festivals, as well ataking dance holidays
to what have come to be recognsed as the birthplaces of salsa dancing: Cuba and
New York, where dance holidays and dance studiogroliferate. A new category of
salsa artists started to circulate between festivals and dance studios, earning their
living through teaching and performing.

Over the last few decades salsa has acquired worldwide popularity and it is argued
that salsa dancecommerce forms the largest percentage ofglobal social dance
business (McMains 2009). 3 A1l OA A AT A A &sfition Aliltisi oh GeAdirdng E
narrative of salsa as an inclusiveommunity where people are united through their
passion for salsaas one dancer remarkedit is the Esperanto of the body.

When embarking on the journey of a doctoral thesis into the salsa circuit in 2013, |
found that while th e music and some local salsa scenes were a topic of scientific
literature, the transnational circulation of dancers, dance moves and gendered
representations in salsa had attracted astonishingly little interest from scholars.
While there exists ample literature on transnational activities of migrants,

musicians, religious groups or the secalled highly skilled, the mobile practices of
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salsa dancers, as well as their gendered performancesad prompted little scientific

exploration.

At first hesitant to choose what could be regarded as frivolous topic for doctoral

research, as well as aubject far from my former work on ethnicity in an immigrant

society, | became more and more fascinated by the apparent tensions of the salsa

circuit: its insistence on global connections between people across the world despite

their highly unequal access to travel; the gendered performances in salsa dancing,

seemingly at odds with any feminist sensibility; the celebrity cult around recognised

salsa stars,reversing assumedpower relations in post-colonial Europe. At the same

time | wondered: was salsa just another case of nedl I T T EAI IO OAOD
APPOI POEAOKI 1 DOAMOEBEOEARAOAU OEA wREEGK JEMAIT OTE
I OEAOO0 | AQ1995AésEiit BoA tarigo)? Did the commercialisation and
sexualisation of the gendered dance moves lead to the reinforcement of harmful

gender stereotypes? And, most of all: who were the dancers, who lived their lives

travelling from event to event, particularly the highly mobile professionals who

seemingly fitted none of the categories that migration or mobility scholarship has

theorised?

These broad questions stood at the beginning of this research project. During the

research process| honed the questionsto the most salient, following the reading of

studies on similar phenomena, the inclusion of theoretical perspectives and the

twists and turns of empirical research.

Framing the thesis

Through the entry point of salsa dancing, this study explores the ciralation of
people,imaginaries, dance movements, conventionsand affects from a transnational
perspective. In particular, it explores the negotiations of gendered and
ethnicised/racialised representations in what | conceptualise as the salsa circuit, and
analyses the transnational careers bsalsa dance professionals

This study suggests that research on spatial mobility and transnational networks
through the prism of dance allows for alternative perspectives on social orgarsation,
transnational encounters and global inequalities. In order to explore the multiple
dimensions of salsa, this study draws on theoretical frameworks developed in diverse
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research fields such as research on migration and (im)mobility, ethnicity, gender,
dance, music and art, aswell as affect and tourism. This interdisciplinary approach
allows for a broad perspective on the phenomenon of salsa dancing and the ways it
connectsdifferent people and places.

Notably, the thesis brings together two fields of study that are usually separéed,
thus bridging the gaps between migration and mobility studies and dance and art
studies. It suggests that the crossing of such diverse fields of researatan help to
overcome some of the theoretical and methodological limits of existing research in
both fields. It argues that a transnational perspective (Dahinden 2017) combined
with an (im)mobilities approach (Cresswell 2006, 201,0Glick Schiller and Salazar
2013) can fruitfully be integrated into the analysis of dance or art-related social
fields to enhance the understanding of the shaping of such social fields, including an
awareness of globespanning power relations (Glick Schiller 2015). It also contributes
to on-going methodological debates within migration and mobility studies, notably
T OEAOBIRBAEUAOEITO6 1T £ OAOAAWikfGer 2080 BECT O j $ /
selecting salsa dancers by their presence at events rather than a specifthnico or
nationally defined category (cf Dahinden 2010).

The research rests on a qualitative, multisited study with the hitherto neglected
group of highly mobile salsa dancers, including multiple research phases over a
period of three years between 2013 and 2016. Sestiuctured, problem-centred
interviews and participant observation-observant participation were the primary
research methods. The interviews were conducted with 36 male and female salsa
dancers holding different positions in the salsa circuit, including salsa dance
professionals, students and evenbrganisers, with a variety of national origins. The
short-term embodied ethnography took place at salsa congresses, in salsa studios
and during salsa holidays in cities in Croatia, Cuba Germany, Italy, Poland,
Switzerland and the UK, as well as online(mainly on Facebook)

This study relies on an analysis thatranges from the intimate gendered and
ethnicised moves on the dance floorto the crossborder mobility of salsa dance
professionals (cf Cresswell 2006), and it thereby contributes to a deepetheoretical
and empirical understanding of gendered and ethnicsed/racialised transnational

processes.It examines the ways ethnicity and gender are negotiated by differently
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located individuals to go beyond celebatory accounts of salsa as th&speranto ¢ the
body. It shows how the salsa circuit is shaped by gloal inequalities in terms of levels
of accessto travel and participation in festivals and develops the notion of
OAT OAT CI AA 11T AEI ROPAODAO 4 BDEA OBDA@EEAAOEOA 1 4
staOACEAO AT A AAAOQI O1I AGETT 1T&2/ xEAO ) EAAT OE

professionals in the construction of transnational careers.

Thesisoutline

Part | of this study provides a theoretical, methodological and empirical introduction

to the thesis. Chapter 1 introduces the epistemological and theoretical perspectives
as well asproviding a review of the literature on salsa, followedin Chapter 2 by a
discussion of the methodology and the chosen methods to conduct research and
analyse data. ChapteB consists of an empirical and contextual introduction to the
salsa circuit, in terms of the Gubsé and circulating salsa students.Part |l zooms in

on the interactions of salsa dancers on the dance floo and in the workshop
situation. Chapter 4 explores how salsa dancers negotiate Quthenticity 6 and
ethnicity, while Chapter 5 analyses how dancers argun/re) doing gender on the
dance floor. Partlll addresses the transnational careers of salsa dance professionals,
considering them in three phases In Chapter 6, the first status passage ofbecoming
Latin American salsa dancers access the European salsa circuit, arthapter 8
focuses on how reputation is constructed inside the salsa circuit. These three
chapters thus focus exclusively on what | have termed3alsa dance professionafs
The Conclusion reviews the main findings o OEA OOOAU AT A EECEI EC(

contributions to contemporary academic debates. It also discusseshe limits of the

study and possible further research avenues.

A note on videos and photographs in this study
Although not the primary focus of interest of this thesis, visual content distributed
through the internet plays an important role in the transnationalisation of salsa. In

order to allow for visual impressions of the analysed interactionsand to enhance the
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written analysis with sound and (moving) images, | include photographs pictures of
festival flyers as well as links to short videos of salsalance professionals, publicly
available on YouTube. In order to guarantee the anonymity of my research
participants, | selected videos of different dancers and do not include photographs
that | took at salsa events.| also chose pictures that represent aspcts | analyse in
this thesis, taken by Steven Isaacs at different salsa events in Europe, and use them

with his kind permission.

Picture2 Openair Party, Riga Salsa Festival 2(@ Steven Isaags
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Chapterl Theoretical perspectives

In this chapter | discuss the epistemological baclground, key frameworks and

concepts that inform my analysis, to lay the groundwork for a deeper theoretical

introduction in each following chapter.

This thesis builds on an interpretive, constructivist perspective. | adopted this

theoretical lens in order to Qinderstandd the lived experience of the interviewees

from their point of view (see Schwandt 1998) Drawing on ideas developed in a

grounded theory approach (Charmaz 2006; Glaser and Strauss 1967), this research

uses the premise that theory should be grounded in the data, which allowed new

topics to emerge during the research process. To account for the disparate topics

that emerged, | decided to not only work with one theoretical framework but to

include a diverse set of theoretical concepts, thus transcending disciplinary
boundaries.

In the analysis | navigated between different theoretical approaches and fields of

study, from mobility and migration to aOO0 AT A OA DI OO0 Apecifi® OT ADAC
literature on dance and particularly salsa. Studieson salsararely theorise the dance

in terms of the transnational connections, using the terms transnational, global or

network as mere metaphors.Additionally, few OOOAEA O 11 OfgcusoAAT 6 x|
the mobility of their participants , and this is therefore just taken for granted. This

thesis argues that a transnatioral perspective combined with an (im)mobilities

approach enhances our understanding of the shaping of these practicébased social

fields, including an awareness of globespanning hierarchies and power relations.

Migration research has often been criticised £1 O E OO Oi AOET AT 11 CEAAI
with its narrow focus on (@thnic6 groups. An analytical focus and research design

based on the common practice of salsa dancing is therefore promising, as goes

beyond culturalist explanations and looks at how actors actually negotiate gendered

and ethnicised/racialised practices and identifications.

In the first part of this chapter | review the academic literature focusing explicitly on

salsa dance, to point to the research gaps and illuminate the contributions ths thesis

makes in regards to this literature (1.1). | will thenfocus on the above-mentioned

researchfields to clarify my epistemological stance and is implications, particularly
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regarding the transnational perspective (1.9, as well as the treatment ofcategories
(1.3)Inthe lastpart) xEI 1 AEOAOOO OEA xAuO ) Ai1TAADBC
circuit (1.4. After this overview of the theoretical strands of this study, the research

guestions are formulated (1.5)

1.1 From identity politics to locakthnographies: writing about
salsa

In her analysis of tango, Savigliano (1995) discusses the difficulties of writing about

OEA TOECET O 1T &£ OATCci ET OEA A 111TxETC xAUd ¢
and exclusion are at stake: It is easy to ©CAO 11T A CcOi OP8O DPAOOEA
ABACCAOAOA OEA bDPOI OACITEOI 1T &£ OI i A T OEAOON

(32). Literature on salsa music and dance stresses the multiple influencebat have

led to the music and dance complex today called salsaAmong contemporary salsa

dancers OAT OA80O 1 OECET O AOA OOGEIT ETOI U AAAAOGAI
i UOEO68 4EAOA OEAOAA 1 OE G EdnotHerJohidh Qepen@r@A OO 11 ,
on the personal preferences of one salsa style or the assations individuals are able

to construct with OEAEO 1 x1 EAT EIT U EEOOI OEAOKh ET AAAA
way. Such often highly essentialised arguments can be understood as a playful way of

DAOAI Ol ET ¢ OAI OA 1 x1 AOOEED Piktdbruho 2006} ADE AOET C
even as a mode of resisting the commodification of dance through Western
organisations (see Boulila 208). In this way, the origin myths circulating in the salsa

world tell us more about the positioning strategies and the striving for credibility of

contemporary salsa dancers than abouthe historical trajectories of the music and

dance complex salsa. | therefore join Savigliano in her caution when writing about

OA1l OA3O OOI T 60068

Literature on salsa as well as broader studies on danceand nationalism have aptly
demonstrated the ways dance has been instrumentased in political projects of
naton-AOEI AET cCh AO AAT AA OEO A bPi xAo&OI OiIT1 E
AOAAOCEIT T &£ TAOCETTAI OOAEAAMmOand ¢ttthdydapher Yy v B q,
"OAETI ATA jailTiq OOAOAOh O4EA OOA T &£ AAT AA A

a future society was particularly evident in the often integrated aims of research and
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reconstruction in the institutes and state dance ensembles ofCold War Eastern
%OO0T PA6 jYngqs 3O00AEAO EAOA AT AT UOGAA EIT x Al
OA1 AOAA O1 OAOAOUAAU 1T AOQGEITTAITEOI 6 jAc +A1AC
AOEI AET Co j ACc 701 £& al i1 ¢ 11 ) OAlI AT Agade 4EOT O
ATl i1 O1T EAAGAAR & Oof AA AT A 1TACT OEAOCAA | $AOITI
sometimes strong insistence on salsa ashe heritage of one particular country.
Roman6 Al AUNOGAU jailTaq 11 OAA OEAQO AAOPEOA OAI O

academic writers and conmentators have sought to categorise salsa as primarily

Puerto Rican, Cuban, LatinCaribbean or more broadlyQatina Trying to label salsa in

such a way can be viewed as an attempt to claim it for a singular identity, to fix its

rather fluid character and to limit its capability to be transformed as it travels (Roman-

Velazquez2002:212).

Due to all these reasons, in my research on salsa, approaching history proved to be
particularly challenging, a point also raised by Mueller (2016) in his study on

hardcore punk. Similar to the genealogies salsa scholars construct, he notes that

Oi 1T 00 OAOGAAOAE bDHOIBPI OGAOG A A& Of Al EEOOI OU
AOOGEAOI AGET ¢ EOACI AT OO 1T &£ O1 AGEOAS ET &l 01 A
conveniently forgetOET ¢ OEAO OEAOA O1 OOAAO AOA DPOT AOA(
i -OAI 1T AO aivod VYYyqs 4EAOA AQGEOO 161 Adi 60
excavating them would be a research project in itself, partly done by others (cf

Hutchinson 2004, 2015; McMais 2015; Pietrobruno 2006). When starting to write

this study, | considered not including any historical account or definitional issues of

salsa so as not to reproduce a specific version and thus participate in the
reconstruction of its history; instead, | would analyse the various origin myths

offered by the interviewed dancers. However, as there exists a growing body of

literature on salsa music and dancing, which includes the historical and socie

political context of its development and transnationalisation, | opted for a review of

this literature that analyses salsa from a historical, musicological and

AT OEOT BT 1T CEAAT DPAOOPAAOEOA8S "U EITAI OAET ¢ A
history and highlighting some of the key elements, | also prepare theground for the
AOOOEAO AT AT UOGEO 1T £ OAl OA AAT AAOOGS 1T ACi OEA
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origin claims. This literature review on existing works also serves to identify research
gaps that this thesis wishes to address.

| distinguish between two thematic strands of writing about salsa: the first includes
literature particularly about music and dance as artistic forms and the question of
how they emerged (1.1). The second body of (mainly ethnographic) literature tends
to focus on localised salsalance scenes and negotiations of power relations in them,
focusing on the question of how salsa interacts wh specific local contexts (1.2).
The last section of this chapter reviews some of the concepts discussed in the
literature analysing so-called Latin dances and the ways they are represented from a

critical , post-colonial perspective (1.B).

1.1.1 Salsa as a music and dancemplex
As argued in the literature, the history of salsa is inextricably linked to colonial
history: its Cuban precursors(danzoén, son) were a result of the fusion of European

couple dances and African percussive traditiongPietrobruno 2006) OA 01 OCE O

# AOEAAAAT OEOI 6CE O1I AOAOUSs j +AAEO al Y

circulation between the Caribbean and the US, and its evolution is thoroughly
entangled with that of other musical styles, such as jazz, R&B and rockMorales
2003: 33) as well as with the development of the recording industry (Waxer 2002: 8).
Migration movements and political conflicts, particula rly the Cuban Revolution in
1959 and the following political and economic sanctions by theUS, also shaped
OAl OAGO AAOGAIT T pi AT O8

3A1 OA AAT AA AARAOAOEAAA AOG OA AAT AA AT A

corporeal expressions in actual circumstance are inextricably intertwined: only at

Ol
£ d,

0
a

i OOE

OEA 1 AOGAI 1T &£ OEAT OU AAT OEA 1 OOEA AT A AAT AA

the term salsa is used as a signifier of both music and dance, in historical accounts
the two are often mixed up. For analytical reasons | separate the two in this

discussion, and will first focus on music and then on dance.

2l hererefertodance SYA O dza S 2 Fcendwhh niap didegraatly iyl i@ berof
participants and dance offer. In many cases, such local sa¢sesepresent hubs that are related
to the salsa circuit.
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Salsa music

Covering the mostAEOAA ET &£ OAT AAOG 1T &£ OAI OA6 O A&l O A
jal YiqQ AEAOAAOAOEOAOG OAI OA IichvarEdarceAnsicOAT OD,
AAGAT T PAA AU 00AOOT 2EAAT O 1T EOETC¢C ET .Ax 9
New York therefore holds asthe OB1 AAA 1T £ 1 OECET 6 1T £ OEAEO A
iTO606 AAT ARAOO AAETT xI AACA 1T OEAO OO01I1H06 AT«
Historically, the term salsa has been used as a commercial label since the 1970s,

largely propelled by Fania Records, a New Yorkased recording company formed in

1964, which promoted almost every successful salsa musician of the time (McMains

2015: 1). Yet thterm did not remain unchallenged: many musicians are said to have

rejected the label initially, and musicologist Peter Manuel (1995: 74) observes that

the term salsa was often believed to be an artificial and commercial construct,

designed to disguise thh # OAAT 1T OECET O 1T &£ OEA |1 OOEA8 4FE
thought to be necessary after the US government had declared an embargo ahe

import of all Cuban products, including music (McMains 2015: 52). Such historical

conflicts about the naming and creditii ¢ T £ OAl OA | OOEA AOA AA
AAT AAOOGG 1T ACTI OEAOCEI T O AAT OO OAI OA AAT AET C E
this study.

Earlier studies about salsa focus particularly on salsa music and its historical
emergence, highlighting its role in ethnic and national identity constructions. 4 For

the early years of its development in theUS, according to research salsa musicwas

related to a political project of the affirmation and political consciousness of a
working-class Latino identity in rejection of Anglo-centric assimilationism (Waxer

i T ad R8s O- AT U AAOQl-dgner@tibn idrigrafA who, comb@dk OA AT 1

age during or after the Civil Rights Movement, began to question their assimilation

SL faz2 gAldySaasSR altal Qa &adNRy Mudedmoltkedtyic® bSg | 3
New Yorkhosted an exhibition entittedRhythm and Power: Salsa and New Ydite museum

displayed artefacts of musicians, video material of dancers and ewesiers ¢ all indicating
arfalrQa LRLdzZ I NAGe Ay (GKAa OAGE FNRBY GKS wmdocna

4For a thorough analysis of gendered aspects of salsa music and its development, see Aparicio
(1998; for an analysis of salsa as Puerto Rican see QuiRemra(1998); Waxer(2002 gathers

several authors on the topics of the origins and newer places of salsa music prodéctantes

(2003 collecssinterviews withfoundingsalsa musicians.
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into American culture and turned to salsa as ameans of reconnecting to their

AOlI OOOAI EAOEOACASd -A-AET O aivYid pBiqQgs 7AOlI
1970s salswvasdefined by its association with marginalised working-class Cuban and

Puerto Rican immigrants in New York City, and soon came to acompass the
experiences of workingclass people throughout Latin America. This was also

OA&ZlI AAOGAA ET OAI OA 1 UOEAOh AO 7A@AO0 jalla
reflected the experiences of the Latino and Latin American black and mixeerace

working class, andz in distinction to its Cuban antecedents z songs mirrored the

OET 1T ATAA AT A AEOAIT T OAY/G 1TOE AGEA OETAIAAGAAEEDU G
congresses in Europe, this sealled salsa dura (hard salsa) of the 1970s is the

favourite music of many dancers (cf McClure 2015: 15). With the emergence sdlsa

romantica in the 1980s, a more lyrical and commercially successful style of salsa

music, salsa became less politised and more popular among a larger audience
(Washburne 2008)°. Meanwhile, in Cuba, music developed in other directions,

where first timba and then salsa cubanabands became popularboth musical styles

including aspects of Afro-Cuban religion (Klette Boehler 2013Y./ T OT AAU8 O OAI
festival dance floors, these three tygs of music Galsa durg salsa romantica and

timba/salsa cubang are the most common styles.On such occasions the live bands

of the 1960s and 70s have been replaced by DJs playing recorded music, and live

concerts at salsa dance venues are rare.

The studies discussed so far aranainly concerned with salsa as a musical form and

the ways it emerged in a specific sociepolitical context. As should be clear from this

discussion, salsa music is often described a®eing caught up (from its very

beginnings) between a commercialsed goal of finding new audiences andthe often

s A s oo~ NN

5An example ofalsadurah & 2 A f f Bl alofeBréng.ly/€&al. A contemporary banthat
playsthe salsa style of the 1970s is ltdgsedLa Maxima 79rebrand.ly/salse?.

6 An often playedsalsa romantica2 Y 3 RdzNA Yy 3 Y& NI a SYomdde mimmaa [ dzA &
rebrand.ly/salseB.

ty SEFYLXS 2F | GAYOol & zefrAnd.y/Salsas; B sofy musicdlogis® I Q& 9 f
YESGGS . 2SKESN) 6unmo0 Of | Balsh EubaBadias how betom¥ an > G KA
Sailof AAKSR GSNY Ay /dzob .F2NJ I &adz008aa2NJ ISy NB
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Salsa dance

Although it is difficult to write a coherent history of music, traces can be tracked

down due to its materiality in the form of recordings and copyright claims. For

dancing, the endeavour is even more difficult. When considering OA 1 @d&lp O
genealogy, scholars of dance identify elements dboth European and African legacy

the couple formation between a male anda female dancer touching one another is

associated with European court dances (Daniel 2002: 43)while the isolation of

various body parts such as hips and shoulders that move separately are associated

with African movement vocabularies (Pietrobruno 2006: 32). Dance scholar

McMains (2015) whose declared goal it is to demonstrate the participation of all

social COT OPO ET OAl1 OABO AAOGAT T PIi AT O A0 1 AAGO
an important influence of contemporary salsa dancing,which for her is a result of

OEA ET OAOIETCIETC T &£ Al AT AT Gao i AOOEROBEEAAT T IxI
Ei boh O#OAAT OOIi hAobah ADAA OO BERMAT EakeUO | £ 4
on, throughout the 1990s, dancers ad salsa dance professionalperforming staged

shows also borrowed from ballet, jazz, tap and hiphop (McMains 2015: 327). Two of

the above-mentioned dances are worth a brief discussion, as they will be mentioned

in the analysis throughout this study: mambo and rumba.

ol A 1 &£ mbs-populabofigin stories, especiallyof the New York or O h26style,

comes from the mambo craze of the 1950s and particularly the Palladium ballroom,

.Ax 971 OEB80 i1 00 biblOi AO AAT AA OAT OAaingl O , AO
2015: 30)4EA O0AlI 1 AAEOI OOEIT Ol AAU EZECOOAO A0
i (OOAEET OI 1T aiYnAd ¢1qh AO EO DPDAOAA OEA xAl
xI OTA 17106 AA OAAI EUAA ET T1TOEAO O1 AEAI OAAOQ]

(McMains 2015: 42). The Palladium ballroom, open from 1948 1966 is thus often
described as a space of integration, where racial and class boundaries were blurred
during social dancing on the dancefloor, with participants of Puerto Rican, Cuban,

Italian, African-American, Irish and Jewish descent (McMains 2015: 39). Despite

8 For this reason, Boulila (2015) argues thantcary to images prevalent in the sal circuit of
artar a I GF2NBAIYE YR GSE20A0¢ LINF OGAOS:I (K
should therefore be placed within a genealogy of European dance conventions and exoticising

a ONKW3 & ¢
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I AT AT6O0 OOAAAOO AT pictiots Bafcia BendnktiateOtkat iGUSA A

media representations of the time mambo and its dancers were raciaded: mambo

xAO AAOAOEAAA AEOEAAPOERBEBDEAh xEEAE T AAAAA
socially acceptable product (Garcia 2009: 177).

ALVARES PRODUCTIONS

proudly presents:

£ aisa Congress

MAY, 8 9-10-11. 2014

Picture3 Flyer On2 Salsa Congress Milan 2014.
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Such racist stereotypes from the discourse of African primitivism were in line with
contemporary ideologies.® Nevertheless, as Hutchinson (2014b) contends, the

0AT 1T AAEOI OOAI AET O ET AAT AAOOGSE 1 AT I(®&€AO AO
Picture 3).

Another often-AEOAA Oi UOEEA DPIET O 1T &£ 1 OECETI &6 EO #0
that merged into salsa are said to have developed, such as the casino (sometimes

done in a circle, called Rueda de Casino), a dance now often taught at salsa
congresses under tke label salsa Cubana and the danzén, son and rumba.The

rumba in particular has been received with increasing popularity and accessibility

among salsa dancers at congresses worldwide; as | obsedvethe festivals all

scheduled workshops in secalled Afro-Cuban rumba. Rumba is a genre said to have

developed in rural areas of Cubainfluenced by Spanish and Central/West African

traditions (Daniel 1995). It has a complex history of colonial repression and
stigmatisation, until its institutionali sation by the socialist government after the

revolution of 19591°The inscription of rumba on the UNESCO List of Intangible

# 0l OO0OAT (AOEOACA ET al Y0 #&ZEOOOEAO AAAAT OOA
fascination with and interest in learning the rumba has led to it being more accepted

in Cuba, yet its practitioners are still often racialised and associated with low social

status (see Ana 2017). As | will demonstrate irPartlll, for some contemporary

Cuban dancers knowledge and skills in rumba dancing are crucial in the process of

9 Gardl GHnndpyv aiNBaasSa YIYoz2Qa GNIXyaylGaz2yl f KA a
Americas. As he demonstrates, mambo was not only discussédragyre in the US context, but

in a similar mechanism in other cities throughout Latin America. For critidswana and Mexico

City, mambo music and dance embodied US cultural imperialism and stood against their desire for

a racially homogesB R Yyl A2y ® a! f GAYIFIGSteés gKSGKSNI FNRBY
critics and others resorted to nationalist antbralistic rhetoric Ygure ¥ulgar(and Wexy) as well

as racist stereotypesWild, QWfrican tribesQ)cannibalism) to perpetuate the currency of the
AdzLISNA2NARAGEe 2F (GKS gKAGS aRoODE7) yR 9dzZNRPOSY I NRO O

10The government institutinalised rumba and other Afr€Cuban practices in an attempt to serve
its egalitarian agenda and erase racial inequalities (Daniel 1995), an agenda that has not been met
yet, as studies of racism in Cuba amply demonstrate (see eg Clealand 2013).
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accessing the (European) salsa circuit, where these embodied skills are highly

valued !

)y  OA1 OA AAT AAOOGG 1 OECET 1 UOEOh . Ax 91 OE Al
places in which the dance practice supposedlyriginated. Yet other actors challenge

such a linear construction of history (eg Hutchinson 2014). As Mueller (2016)
AOCOAOh EEOOI OE Addrne frAnd gedple lofdigherGatGsAn the Worl®

under study, reproducing classical social biases such as whigelite- or androcentric

OAAAET CO 1 £ )OHoAthisxdasdh Kkidose nétdtd single out one history

and present it as the most legitimate version, as this would attach more credibility to

certain historical accounts. Hutchinson (2014a) also criticises a toclinear reading of

OA1 OA 6 Odismdntting the tbmmon narrative positioning salsa as a new style

emerging in New York and later spreading throughout Latin America as only one

OAOOEIT T g O)1 EAAOh OAIl OMtax & eakBOA BDAsiaOl U A Q@
AT 1 OET OAOGETT 1T &£ AAOI EAO AAT AA DPOAAOGEAAOGG6 EI
and Colombia (Hutchinson 2014d, i q8 3 Al OA6 0 &I Oi ACGET 1T AAI

of a simultaneous development of salsa histories in differentplA AON A0 ET AAAOc
PDAT BT A ET AEOPAOAOA 11T AAQGET T O APPAOEBAT AA 1y

8).221t is in this understanding that | try to approach salsa and its history.

Salsa dance styles

In this thesis, salsa is used as an umbrella term fodifferent salsa dance styles as
practised in the transnational circuit and learned and taught in a studio or workshop
context. As this thesis examinessalsa dance professionals and the construction of

their transnational careers in the commercialised field of the salsa circuit, | do not

1 They arecertainlynot the first Cuban artistt travel to Europe to perform Afe€uban dance,
as the literature on rumba performers in Paris in the 1920s demonstrates (see for instance
FernandezSelier (2013 for an exploration of the rumba craze 1927, see ats Blanco Borelli
(2016, who offers accounts of several Cuban dancers performing in other countries in the 1950s).

12 Seefor exampleRenta(2014) on salsa in Puerto Rico, Balbuena Gutié(@&14) on casino in
Cuba, Waxef2002b on salsa in Colombia.
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ET Al OAA xEAO "1 01 ATA AAI 1 O OOOOAAOR AEOAAOOUI
CAT COAPEEAAI T U AEOAOOA OAO 1T £ AT AET ¢ DPOAAOI
1O OT AAUBGO OAlI OA AT 1T COAOOAO saksh dance $tyleOadkd OA A A
taught and danced. They have some common features, which distinguish them from

other dance forms. Salsa dancing is characterisedot only by the already mentioned

couple hold, the gendered convention of leader and follower and the independent

movement of body parts such as hips and torso. Salsa dancer and scholar Renta

(2014) also points to the importance of improvisation, creativity and musicality as

part of sabor (often translated as flavouh OAEET ¢ ET Ol -G&idbead] O OEA
AT O0iT1Tcu 11 xEEAE OAI OA AATAET C EO £ O1 AA
acknowledge improvisation, musicality and connection as criteria for competence in

social dancing!*Most salsa dancers recognise a basic set of steps and figsras being

sdsa, while valuing creative adjustments and improvisation through individual

dancers. Some of the mentioned elements are also important concepts in other

dance worlds (such as connection in tango)5 but they are imbued with specific

meaning in salsa dancirg, asdiscussedin more detail in the analysis of Chapters 4

and 5.

For their adepts, salsa dance styles differ considerably and are used to distinguish
themselves from other dancers. Technically speaking, salsa dance styles are either
differentiated by the ways the two dance partners move orthe dance floor or by the

ways dancers interpret the rhythmical timing of the music (McClure 2015: 17). In

BThe focusonts &bk f alk OANDdAzA G 6 Qany dsactaiskhisE clearly at thé (i dzR A 2
expense of salsa dance styles and individuals that are placed outside this btigidi. the salsa

circuit, the notion of salsa is the common denominator of several stylegan€ing. However,

when | talked to older people in Cuba about my research project and used the term salsa, they
refused touse this name and insisted on calling tthancecasino

14 Like other partner dances with a similar history, for example tango, salsa is not only performed
associal dancdout also on stages and in competitions. In order to judge dancers, specific aspects

of salsa dancing have been codified eoftrelying on established criteria in ballroom competition.

5 yOSNE yR aOK2flIN&E KIS ONARGAOAASR (GKSaS O2RA
I SAGKSGAO @I fdzSa¢ o6wSyidl wamnY MHMO YR Ay LI NI
dance (see Pietrobruno 2006). In contrast to these findings, during my research at salsa events and

in salsa studios, Afr@uban dance forms were highly asmired among salsa dancers, as discussed
throughout this thesis.

5Connectionh & 'y AYLERNIIYyG O2yO0oSLIi Ay Gl
LI NIYSNE 2yS 2NEBFYAAY Y2 &aads 2085658 & y O
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crossbody or line salsa dance styles (including LAstyle, New Yorkstyle and what is
in Europe termed Puerto Rican-style), dancers change place in a linear movement,
while in salsa Cubanadancers move in a circular way:® The basic step (shortshort-
long) is the same in all styles, but the moment dancers move forwarder backwards
may happen on the first and fifth or second and sixth beat of the bar. Before starting
to dance on a dance floor at a congressa new couple will therefore often ask each
other OT T TTA j/1YQ T, ©maké sud théy stpp bhck Fododver) and
forward (leader) at the same time,and avoid bumping into each other because both
OOAD &I OxAOA AO OEA OAIi A OEi As $OA OI OAl OA
different ways of dancing to salsa music are also named after geographical locations:
New York-style (and Puerto Ricanstyle) salsa is linear, often in On2 timing; LAstyle
salsa is linear in Onl timing; Cubanstyle salsa is circular and usually Oni!At
congresses and particularly at competitions, the very fast Calstyle or Colombian-
style salsa is also present, but less thanhe aforementioned styles. During my
research | also observed a lot of mixing of these salsa stylestiv other dances, such

as salsaflamenco, salsa with hiphopil © EOOO OBAI OA AOOEI 168

1.1.2 Local ethnographies of salsa dancing

The second strand of literature on salsa developing overrecent years is mainly

comprised of ethnographies of localsed salsa dancescenesin various places. It is

i AETT U AT TAAOT AA xEOE NOAOGOGEITO 1T &£ OAI OA AAT
US, the Caribbean and Europe. tdies focus on how dancers in different places

relate to salsa, in terms of ethnicity, race, class and local identity politics. The edited

volume Salsa World: A Global Dance in Local Context¢Hutchinson 2014a), for

16|n the following video, a New Yebaseddance instructor explains the difference between the
saba styles called Cuban, LA and New York. While his accouathex malecentred, it
nevertheless gives an impression of the different dance styddgand.ly/salséb.

7" For the purpose of this study, thigmplified presentation of the different salsa dance styles

suffices. For a discussion of this classification system, see Hutchinsora:(2)1#ho argues

(among others) that it risks obsdng historical connections between locations. See @sOa I A y & Q

(2015 analysis bK2 6 GKS RAFFSNBy( t20Fltfte RSOSt2LISR 4l
congressa i@t S alftaléo

18 Foran example of salsa fusion, sesbrand.ly/salseb.
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example, collects case studies of varid O A OBPAA OO 1T £ OAlI OAGO OCI T /
Cuba, Puerto Rica, Colombia, the Dominican Republic, France, Spain and Japan.

"OEI AET C 11 OEAI OEQQOGI T & DPOAROCAGAT POARDAAE
1992, Hannerz 1996)several authors of localsed salsa ethnographies are led by the

guestion of how globalisation creates distinct practices and identities for people

dancing salsa in theseparticular places. Skinner (2007), for example, examines salsa

dancing in three cities (Belfast, Hamburg and Sacramento), to show how salsa is
transformed and adapts to local contexts and how dancers use salsa to express

EAAT OEOEAO AT A AiTOEIT08 (A AEOAOOOAO OAIC
001 OAGOAT 60 AT A #AGHIGERGho ANTAA ACAT @I OIPOE &£ O
other cities. Skinner (2007) observes the globalisation of salsa teaching and

merchandise, which for him shows

that salsa has become a cultural product, one navigated by cosmopolitan artists and
musicians, one relyingon an international market economy and the existential needs
of the public with time on their hands (Febres 1997: 177), a disposable income in their
pockets, and seeking activities in which to come together, express their emotions,
fulfil their fantasies and proto-narratives (Appadurai 1996), and to affirm seHidentity

in our late-modern world (Giddens 1991)(Skinner 2007: 488)

Building on Hannerz (1996), he describes salsa dancing as #@lecontextualisedd
knowledge, a® | AET A OEEI 16 OEBRA AARAIAIAO ARG AEOA A
setting (Skinner 2007: 498). As Skinner (2007) argues, in this process emotions have

AAATT A A ATTTTAEOU OAgbi i OAA AT A Agbpi i EOCAA
(500).
My findings in the European salsa circuit echo Skinn®@6 © AEOAOOOGEITT 1 £ O/

as a modern leisure pursuit that allows what he calls@osmopolitan artistsdto make
a living while their Gddictedd students in North American and European cities
O&FI 111Tx OEAEO DPAOOEIT 06 Al KEi ADEDAOCET 1O&EAj ERA
2007: 503). At the same time, this study adds to the understanding ohow salsa
instructors construct their careers, and shows the ways in which these are

considerably shaped by®egimes of mobility6 j ' 1 EAE 3 AEEI | Ard AT A 3
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socid capital as well as the clasdbased genderedand ethnicised/racialised logics of

the salsa circuit.

Most studies on salsa dancing focus their analysis on the experiences of or
interactions between salsa students (eg Bocland Borland 2011Borland 2009; Bosse

2013 Garcia 2013Papadopoulos 2003). Bosse (2008: 46), for example, explores salsa

AT A AATTOITTiI AATAET ¢ ET AAjcdudalborrowingabd | EOh A
OEA xAUO ET xEEAE 1T Ax AATAA OOUI AO AOA CAI
Qefashioning of identityd for its practitioners. As she describes, white North

American salsa newcomersn particular explained their wish to learn salsa dancing

with references to a metaphorical, alternatively racialsed self (Bosse2008: 58).

$OAXxET C 11 ' Al 08 Gy¥bpliw \et@nicith § Bdsde BdéscribegEsalsa

AAT AAOOGS xEOE O OCAO AOETEAG "1 O0OA alipgqg

of Qatin American ethnicity 6 through the performance of salsa.Qatin American

culture6was hereby understood as a monolithicentity; it was associated with strong

familial and community ties, a Qiving 6 culture of salsa music and danceand being

physically and sexually relaxed Bosse 2008 59). Such depictions could be read as

the wish for @onsumptiond of the thus created @therdand white North Americansd

desire for a so-called Latin American ethnicity. However, in her discussion, Bosse
nuances the picture, presening AAT AAOOGS6 xEOE O1 AT CACA ET OA]
OEA AQEOOAT AA 1T &£ Al Ag@i OBMct forAhedseldes a4 EAU A
alternative sense of self that they perceived to be moredibrantdor @live,d more

physically integrated, and more sexually attractive. But there existed no language

and few conceptual categories for such a construction of their owm, largely

Ol 1l AOEAA Bdski2goudbqs "1 OOAG0 AT AT UOEO EO 00
who argue that salsa dancers in Europe embrace dancin@or its exotic appeald (eg

Escalona 2014) and their desire to perform what Schneider (2013: 558) calls
@OAAEOQET 1T Al C Avhila A Bw df MAintedviEvirEsistanted salsa dancing

due to similar motivations, the majority of participants had other motives, as the

discussionin Chapter 3.3 will demonstrate (for a similar argument see also McClure

2015 28).
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Several studies dealing with salsa dancing alsfocus on gendered aspects of dancing,

while some authors analyse particularly gendered dimensions, such as Wieschiolek

(2003), Skinner (2008), Borland (2009), Schneider (2013) and McClure (2015). Some

I £#/ OEA AEOAA AOOEIT OO I AETIT U A AOGO 11 xi11A1S
Al 1 £O0A1T EiI Pl EAEOQq PAOOPAAOGEOA T &£ xI 1 AT60
AU AAOI EAO ZAT ETEOO ET OAOAOOO Eldue @GEA DI T E
focus, these studies leave male experiences underexplored. Furthermore, some of the

studies tend to assume egalitarian gender relations in thecountries where the

studies focusand contrast them with the gendered structure of Gmported 6 salsa,

thus ascribET ¢  OT ANOAT CAT AAO OAI AGET T O O1 OEA O«
While this study builds on the related literature, it seeks to develop an
understanding of gendered processes encompassing male and female experiences

and going beyond explanations of OAT OA6 O CAT AAOAA O1T1 A0 OEOI
Goreign cultured In Chapter 51 will discuss more of the relevant literature.

The already cited booksby McMains (2015) and Pietrobruno (2006), along with the

cited articles are among a growing body of literature to focus on the local spread of

salsa in specific urban centes®® Local salsa ethnographies are also written from a

more critical perspective, which atteststo OAT OA8 O AOAOOOA 1T £/ AAOOA
(see Balbuena2014 on the commercialisation of Cuban casino) and bodies through

its highly heteronormative discourses (see Boulila201% on lesbian salsa spaces).

Most of the cited ethnographies o local or national salsascenesdeal with salsa as a

dance practice and/or dance students, their emotions, identifications and

motivations to embrace salsa dancing. Primarily concerned with salsa in a specific

local context, these ethnographies are lessiiOAOAOOAA ET OHA ABAOGAAE
salsa congresses (cf Kabir 2013). Though some of them acknowledge the existence of

a transnational salsa circuit (such as Skinner 2007), most of the abovenentioned

authors do not further investigate the transnational relations between dancers based

19 3se RomanVelazquez (2003bon London; Puccio (2000) on Toulouse; Wieschiolek (2003) on
Hamburg; Papadopoulos (2003) on FrankfurtdzO ¢ntl Bicherl (2010) on Ljubljana; Schneider
(2010) on Sydney; Bock and Borland (2011) on New Jersey; Gagné (2013) and Iwanaga (2014) on
Tokyo; ldno (2014) on Barcelona; Escalona (2014) on ;Rauiayson (2014) and Carwile (2017) on
Accra.
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in these various places, nor the professional careers developing in the circuit (an
AAAPOEIT EO -A-AET O aivYiqgqs )T A OAOEAx 1 &£
$A1 CAAT jalYnq BT ET OO OrowhdekE iE therd aisénseOffwhat h OO A
it feels like to live along the global circuit for those instructors and performers who

boast on their Web sites that they have visited 60 countries or more. A separate

OOOAU 1T £ OGEA cCci 1T AAl 1 ADxT OE EOOAI £ EO AAlI 1T A/
While it is not the goal of this thesis to give a historical account of the developments
I £ OEA OcCi T AAl 1T AOx1 OE6h EO AAAOAOGOGAO O1 T A

the mentioned salsa dance professionals. Thus, though building on the cited esting
literature on salsa dancescenes this study adds severalhitherto underdeveloped
aspects, namely a focus on salsa congresses, an analysis of the transnational careers
of salsa dance professionals (including the question of who has the possibility to
access transnational mobility to participate in the salsa circuit), their social capital in
terms of (transnational) social networks as well as negotiations around the gendered
and ethnicised/racialised logics underpinning the affective economy of the sasa

circuit.

1.1.3 The cultural politics of dancethe exoticsation of Latindances

As briefly demonstrated above with the two examples of mambo and rumba, dancing

bodies have often been associated with a specific group of people and dance has

often served as a site for the negotiations of gendered, raciated, classbased and

national identity projects (Buckland 2006). Historical and critical scholarship on

AAT AR EAO AAIT1 OOOAOAA OEA OECT EEEAAT AA T £
and moral anxiA OU6 § 2 AAA Yy vy Bdpnial érd) Ebr igstancd) AoloraE A
administrations were keen to reform or ban dances (Comaroff 1985), as they

perceived indigenous dance practices as a political and moral threat (Reed 1998). In

this line of thinking, West ern dance practices were often seen as superior and

AT 1T OOAOOAA xEOE OPOEI EOEOAG6 AuUSanrthiopdb@sh AOEAAO
+AATEETTEITTEO ET Yype & O Al AOcOi AT O Oi

) T OAOAOGOAA ET OOEA dB99B E@dswelD 2006)E schivlars Aaked | 2 A A

indicated the power relations imbued in the categorisation of certain dance practices
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or dance moves (see Cresswel2006) for an analysis of how in early 20" century

,TTATT Ao 6 1T £ AAT AA A wdreQdbdildll @hdAger@iate #nd O! | A
OEA xAUO AT OPiT OAAl 1T AEI EOU xAO OAcCOI AGAA E
ballroom dancing).

Drawing on these historical analyses, scholars also indicate the continuing

importance of colonial images in the evalation of and fascination with certain

dance forms:nOi AOT OO0 OOOAEAO 11 AAT AA &OKEIT T1HBOE OO0
they demonstrate, historically in Europe, non-European dances were often

OA@OAI EOAA AT A OADPOAOGAT OAA AO AEAEEAOAT O £EOI
many forms, and the representation of the exotic Other, especially women, has been

an important feature of both dance performances and visualrepresentations of

dance since at least the ™8 AAT OOOU6 | 2AAA ‘sationBigoftenT vy Q8 %
discussed related to secalled Latin dances, which are represented as particularly

OET 66 1O ODPAOOEI 1 AOdd verBidns abiball H®e fdrlistahcd OAE AT E
Savigliano 1995). Listing Argentineartango and Braziliansamba, Hutchinson (2009)

Al 01 AOCOAO OEAO O&ZAx DPAOOO 1T &# OEA x1 O A AO
OEA OAT A A@OAT O AO , AOGET ' i AOEAAG j¢impBQs8 $A
the construction of Latin American national imaginaries, on site as well as abroad, a

process highly interrelated with the history of colonialism and exotification

(Hutchinson 2009).

3A1T OA EO AU Z£AO 11060 OEA EEOOO tid@rhelicAA1 AAT A
countries, as the already cited examples of the rumba and the mambo as well as the

ample literature on tango (Davis 2018; Savigliano 1995; Tornqvist 2013) suggests:

Twentieth-AAT OOOU i AOEAAT O1T AEAT AAT AA ARRR®RI60OU E
short-lived periods of frenzied obsession with hip-centric dances from Argentina,

Cuba, or Brazil. For at least a century, starting with the tango craze of the 1910s and

extending through the rumba, samba, and conga crazes of the 1930s into the mamb

and cha cha crazes of the 1950s, past the lambada craze of the late 1980s, and onto the

salsa craze at the turn of the millennium, Anglo-Americans have practiced dances

borrowed from their Latin American neighbors. (McMains 2016: 480)
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In this process, same of these dances were codified and adapted to the standards of

OEA OAAIT T OTTiI ETAOOOOUSG AT A OEAT AEOOOEAOOA
McMains (2016) writes, a process clearly driven by economic motive¥.In the

process of commodification, eA i AT 0O AOOT AEAOAA xEOE O, AOET 1
accentuated:tEA O, AOGET 6 OAAOQEIT T 1 £ KA 1AW TA OEA QAT
Al AOO i1 T1TTO6AITATO T &£ OEA EEDPOS6 | -A-AET O ail ¥
@ancesport Latin®! at ballroom competitions use self-tanning products z a practice

xEOE | AOET OO OOAAEAI T U AEAOCAAd AEEAAOO j -
argues that the popularity of these dances is often based on harmful representations

and stereotypes of Latin Americans as, among tber attribute s, passionate and

sensual, but also dangerous and criminalz in short, emotionally uncontrolled.
-A-AET O jaTY6q AT AT UOAO GO& jfighiih noOddhhk Qdkth OUDA O
American superiority over Latin America, but also to reinforce ethnic hierarchies

xEOEET OEA 51 EOAA 30A0AOGOG jnpaqgs

The commodification and exoticisation of so-called Latin dances is also critiqued in

3 AOECI E ATahalysks of T¥ngo d@ndlthe Political Economy of PassiomAs the

author demonstrates, in order to render tango dancing acceptable for a European

audience, it had to be reshaped. Hera, dance masters in early 20 century Paris

played a key role; they standardsed the dance and simplified its improvisational
characteristics into a morally acceptable set of OOAD Oh OA AET OAT ¢
OOAT O&1 Oi AGETT OOEOAA O1 &OATAE 1 ATTAOO Al
Savigliano details the complex lives the tango has led in Argentina and in the

cultural capitals of London, Paris and Tokyo, arguing that tango has bee

ATiT 1T AEAEAA £ O OEI PAOEAI Al 1 06i pOETT 68 )

—_—

distinguishes between two groups of contemporary tango dancersthe European and

A L o~ s

. 1T O0E I AOCEAAT OA@i OEAEUAOOG6 AT A OEA ! OCAT O

20Ballroom daning can be traced back to professional dance associations establishbe idK
and theUSAIn the 1870s (Piettbruno 2006: 117).

21The fivedan 4 L2 NIi O2 YLISGA G A2y R yfba, chadha) Sa@aNAksb SR | &
doble, and jive Despite their origins in Afr@aribbean and Latin social dance practices, these

social ballroom dances wemopularized and defined by the English Imperiati&y of Teachers

of Dancing throghout the midtwentieth century(McMains 2001 55).
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Taking a critical stance regardng the postcolonial critique of exoticism in tango,

Davis (2018) proposes to adopt a more empirically grounded approach and actually
demonstrates how OA @1 OEATAOT OEA EAT OAGEAO AT A AAOGEO
their visitors are mobilized in complE AA OA A David B0%a: 159). In this way,

Davis (2015akhows that exoticisation is a mutual process and an integral feature in

OEA OOOAT O1T AGETT Al AT AT O1 OAOOGoe 11 OEA OAT CI
An important ingredient of exotici sation is ®@ A OOE 1 Tminist ard Gostdfonial

scholars such as Savigliano have argued. A®avis (2015h writes, feminist

OAET 1 AOOEED EAO shidnfit autAdtith ithhtAghve Eplec@dende to

reason, objectivity, and value neutrality over emotions, subjectivity, and poitical
engagement, thereby opening up space to explore embodied experience as a source

I £ ETT x1 AACA ATA A OAOI OOAA A O A PREOEITT AOD
OAEEAAOEOA OOOT 6 ET OEA O1 AEAIT OAEAT AAO EI
experiences in social analysisHowever, as Davis (2015b 6) continues, feminist

OAET 1 AOO EAOA AAAT 1 AOO AITAARAOT AA xEOE OEI
DAl 1 A6O0 AOAOUAAU 1 EOAGARh AT A OEAU OAOGEAO O
is linked to power and how restrictive social norms and dominant hierarchies and

AgAl OOET 10 CAO Pl AUAA T 00 A0 Al PRoEFEAAROEOA 1,
similar argument).

Departing from her own frustration with the one -sided feminist and postcolonial

informed analysis of tango, Davis (2015b draws precisely on the catradictions

between politics and experience She therefore uses a more empirically grounded

APDPOl AAE O1T OOOAU AAT AAOOGS DPAOOEITT & O OAT C
doing it (Davis 201&: 15). She suggests develom a reflexive approach to pasion,

O1 1T A u€&theQembodiment of passion as an affective, sensual attachment with

political implications as a site for exploring the contradictions and entanglements,

the constraints and the possibilities that are part of any activity which is pleasirably

intense and fervently desired, yet unsettling and perhaps even profoundly

disturbing 6 (Davis 2015b 17). This theoretical perspective is particularly useful in

order to understand the affective dimensions of the practice of salsa dancing.
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As this discussion demonstrates, on the one hand, a perspective informed by

N s o~ A o~

OAOET 001 U OAEOUD AOGAAKAOOOAORAAI ODEOEOOAI EOL

(Reed 1998: 509). However, on the other hand, such a perspective may be too narrow

to grasp the actual experiences of various people, and to understand why they
engage in passionate (and arguably priolematic) practices. Therefore, while taking

into account the cited literature on dance practices, this thesis also sheds light on

how dancers negotiate and think about their dancing, hereby taking into account

dancers of various nationaities, gender and class backgrounds. In this way, this
OOOAU OEI xO EI x AAT AAOO OEAI OAI OAO AT CACA

~ o~ ~ T s ~ A X A £ 0~ oA N =

I OEAO0OOCS6 AT A AOI OOOAT OADOOEAT OEAeEdbOUG 8

1.2 Researchingirculationfrom a transnational perspective

The circulation of people and affectsis one of the main lenses through which |
approach the salsa circuit. This section briefly revisits the reflectionsfrom the field
of (transnational) migration studies relevant to this study, namely the development
of a transnational perspective as an eptemological stance based on the critique of
Gnethodological nationalismé (1.21). It also presents recent conceptualisations of
(im)mobility in the heterogeneous field of mobility studies, which tak e into account
several forms of human movement in one theaetical framework, a claim also made

by the anthropology of dance (1.22).

1.21 Towards a transnational perspective

The spatial circulation of people has been a topic in social science for a long time,
and (transnational) migration studies in particular have theorised about the cross
border movement of people. During the 1990s, a new framing of the circulation of

persons was introduced into the academic discourse on migration the notion of

X

transnationalism, which OA£ZAO0O O1 A AT 1 AE Omdiiriteradtioiis O O1 OF
linking people or institutions across the borders of naton-OOA OAO6 j 6 AOOT OA/

447). Early scholars of transnationalism in migration studies argued that, contrary to
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Al AOGOEAAT AOOOI POETIT O ET AOOEI| EdotddOrEtheir OEAT O
new country while maintaining ties to their countries of origin, making home and

host society a single arena for social action (Glick Schiller, Basch, and Blarfszanton

Yyyah Yyyiqgs #i 1 AAPOO OOAE AO ®eEeZ001pidAOET T Al
OOOAT O1 AGET T Al Ol AEAI ,mAdABlaAdSzantdh ADA) Evere ' | EAE
coined to account for social relationships that are sustained across borders. In my
conceptualisation of the salsa circuit, | draw on reflections of these stolars.

The transnational approach challenged many other hitherto unchallenged

assumptions about migration. Wimmer and Glick Schiller (2002) criticised the

Of AGET AT 11 CEAAI T ACGETT AT EOI 6 DOAOATh& EI [
influential article disclosed parallels between nationalist thinking and the
conceptualisA OET 1T 1T &£ [ ECOAQOEITT EIT O AEAT OAEAT AAOI
O1l AEAOEAO AOA OAEAT O1 AA OEWMMeAdd®@idk 1 U CE(
Schiller 2002:304). The borders ofthe nation-state are taken asaO1 AOOOAT 6 OT1 EC
AT Al UGEOh AT A OAOGAAOAEAOO AAT PO A OAT1T OAET A
the nation-state. However, such a view naturates nationOOAOA G O OEAO OAC
across national frontiers becomes an exception to the rule of sedentariness within

the boundaries of the nation-OOA OAS6 | 7EI | AO ARG0A 31D Migrdnis 3 AEE] |
thus appearto challenge the isomorphism between people and naion. Studies on

transnational migration allowed new perspectives on space and borders, going

beyond such idealist visions of a unity between the state and the population located

in its territory. In this way, as Wimmer and Glick Schiller (2002) argue, stulies

examining the connections between transnational migrants and other actors are able

01 OAAOOU OO0 AAUTT A OEA OOAOEAh OAEAZEAA AT}
into the study of migrants and non-migrants within social fields of differential

poweO6 (2% an Qs

Since the introduction of transnationalism into social science, a vast array of

scholarship has blossomed. Some studieemphasise that not every migrant is

OOOAT O1T ACETT AT 6 01T OOAOKh ' OA Ooting Wto hghtdé A ( AT T

2 dZAfRAY3 2y (GKAA ONRGAILdzZSE {OKdzA 1S OownmpY pobo
30dz0 Odzf GdzNF f AdYE Ay NBASIENOK 2y &dzo Odzf G dzNBa d
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the borders or logics of nation-states but have their own hierarchies and forms of
sociality (Tarrius 1993). Contemporary approaches argue for a transnational
perspective as an epistemological lens rather than a theoretical framework (see

Dahinden 2017 Glick Schiller 2015). Dahinden describes this as:

adopting an explicitly de-nationalized epistemological stance and concomitant
methodologies in order to investigate andtheorize crossborder social phenomena by
non-state actors. Such crosdorder phenomena are understood as the outcome of
particular processes which are embedded in multilayered structures (political,

economic, social) at simultaneously local, national andsupranational scales and the

agency of nonstate actors (Dahinden2017: 1482

Adopting a transnational perspective thus includes the analysis of the importance of

the power of naton-OOAOA AAOACIT OEAO EI OEAPEI ¢ AAO
surrounding structures (Dahinden 2016). A transnational perspective is suited to

I OAOAT I A Ogslale add ehbicity-A AT OOAA APEOOAITIT T CUS | $
for which migration and integration research has been criticised (Wimmer and Glick

Schiller 2002 Wimmer 2009). At the same time, by including the importance of
nation-OOAOAO A0 OOT EOO 1T &£ Cci OAOT AT AA AT A Ci 0O
Meinhof 2011: 25 it goes beyond what has been described as too naive

O1 AAOOOAT AET C 1T &£ OcCi T AAl OEI IADIOOBAT ODCRIT MAA
(Heyman and Campbell 2009). It is in this sense that this study applies a
transnational perspective to better understand the formation of the salsa circuit.

Accordingly, luseOEA OOAT O1 ACET T Al PAOODKWNE &BOAH AO A
reality without being trapped in taken -for-C OAT OAA AOOOI POET 1 06 j -1 0
Adopting a transnational perspective has not only epistemological and theoretical

AGO Al Ol i AOET AT 1T CEAAI Ei pI EAAOEI 1 &8 4EA
(Amelina and Faist 2012) adopted in this multisited study is discussed in

Section 2.1.1. In their outline of a transnational approach to study what they call

cultural processes (such as musical creation), Glick Schiller and Meinhof argue that

such an gproach can include within the same analytical framework:
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(1) persons with a history of movement and connection, irrespective of their place of

settlement; (2) those who are part of a place but legally considered as peripheral to it

including persons without accepted documentation including short-term labour

AT 1 OOAAO xI OEAOOh AOUI Oi OAREAOOh OA@PAOOG
i ECOAT O AAAECOI OT AR AT A j8Q jnq DAOOITO xEI
social relations with persons in the other three categories. That is to say: a
transnational social field analysis of the relationships between migration and cultural

production allows most of us to be encompassed within a single analytical lens (Glick

Schiller and Meinhof 2011: 25).

In line with this reasoning, this study looks at various actors engaged in the
production of the salsa circuit. In this way, this study follows the call for a de

migrantici sation (Dahinden 2016) of research on people on the move.

1.22 Movement on different scads: (im)mobilities, danceand affect
Another field of study that deals with the movements of people, and also objects and
information (Sheller 2011), is the vast and diverse field of mobility studies, which
aims to bring together different types of movemen into a single analysis. Similar to
the transnational perspective discussed above, it challenges the tendency of the
social sciences to treat stability as normal and mobility as problematic (Urry 2007),

~ X sz A o~ =z <

AT A AOEOEAEOAO OEA OOA A ARGE).Adtbernforte AeMdirical 3 EAT 1 A

OOOAEAO &OIi A 11TAEI EOEAO DAOOPAAOEOA NOAOGO
bAiT b1 Ah Pl AAAh AT A AOI OOOAd | 3AI AUAO AT A 31,
/| OAO OAAAT O UAAOOh OEA OiTAEIEOU 00016 1C
migraOET T OOOAEAO j &AEOO 4l Yéeq AO xAil AO O

Martiniello, Puig, and Suzanne 2009). However, the celebratory vision of mobility,
emphasising movement and change, has also been criticized (see eg Faist 2013).
Scholars have poined out that mobilities need moorings (Hannam, Sheller, and Urry

al16q AT A OEAO OxA TAAA OI EAAD TIOEITO 1 £E&
(Cresswell 2010: 29). Cresswell (2010) therefore proposes an approach to study the

s A s o~ oz L A N =~

produced by unequal relations of power. In a similar vein, Glick Schiller and Salazar
jal Yeq AAOAloiip METGORNIDE I AAAT AxT OEq O4EA OAOQI
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to the role both of individu al states and of changing international regulatory and

OOOOAEITI T AT AA AAI ET EOOOAOEIT 1 OEAO AE£EEAAO EITA

reflections on the production of mobilities and immobilities, this study not only
folows OAT OA A AT A A OaedrativesAdf Adbilivh Ot @lsb looks at the
difficulties and experiences of being stuckand the advantages of rootedness

In a transnational social field, the question of who is able to travel becomes a marker

of class. Glick Schiller and Salazar (2013tate that class has often been defined

AAOAA 11 AEAEAAOAT OEAI AAAA O Cof-dbilitylappivach C A

can challenge us to expand this understanding so the ability and legal right to travel

[ =

become one of the criteria by which classO AAZET AA AT A Al AOO POEOE
)T OEEO xAUh Al AOO EO AAZAETAA 110 1171 U AU Al

also in terms of their legal status and ability to travel.

Taking up a second important argument of mobility studies, this thesis brings
together different forms of mobility: mobility ranging in scale from the micro -
movements of dancing bodies to the politics of global travel (cf Cresswell 2006). It
approaches questions relged to the crossborder mobility of differently positi oned
people from an entry point of their common bodily practice of salsa dancing. A
transnational perspective combined with an understanding of (im)mobilities allows
consideration of the usually separated forms of crossAT OAAO 1 AEI EOU
Oi TIAE %001 PAAT 06 AT A OOT -Gnalysi® 6fndvind liddies A1 |
gendered and (at times) ethnicisedracialised dancing.

Focusing on the movement of human bodies is nothing new for the anthropological
study of dance, although it is a relatively recent field of study. As dance scholars

often argue, the study of dance had long been neglected by academia, wherein the

Ol E-bolly dichotomy inherited from the Platonic -Cartesian tradition, as well as a

long-standing bias towards the verbal as a key to &1 A1l OET OCEOb6

Kringelbach and Skinner 2012: 5) may have played a key rol8imilarly, scholarship

i E
AO

ET 1T ETA xEOE xEAO EAO AAAT OAOI AA OEA OAEEA

sciences (Bakko and Merz 2015; Clough 2007) has argued for the impance of

(bodily) experiences instead of representationin the analysis of the social.As Clough

jalipq 1T AOGAOOAOh OOEA 0001 O1 AEEAAO AEA DO
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critical theory and cultural criticism to bodily matter which had bee n treated in

terms of various constructionisms under the influence of poststructuralism and

AAAT T OOOOAOETT O jYQS8

Over the last few years, several scholars in the fields of the anthropology of dance

and dance studies as well as sociology have addressedptos at the intersections of

the two forms of human movement: travel in geographical space and micre

movements on dance floors (Bizas 2014; Farnell 2010; Davis 2015a; Marion 2010;

Wilcox 2010; for an overview see Neveu Kringelbach and Skinner 2012). In the

introduction to an edited book entitled Dancing Cultures: Globalization, Tourism

and Identity in the Anthropology of Dance Neveu Kringelbach and Skinner (2012: 9)

OOAOA OEA DAOOEAOI AOI U AT OEOI BT 1T CEAAI p A
anthropologists, we are interested in tracing the flowsand movements of dance, its

Ol AEA1T OECT EEZEAAT AA A0 xAl1l AO EMHiOtheBA OOEAOC
links the study of the embodied meaning x EOE OEA OOOAU 1T £ AAOO
OO0OO0AT O1 AOB®I TJAEAGOOMDADAAWGT EOQAT O AOAxO 11
AEEAAOOG | #0d dcoduptHor thd irhppr@nce of emotions.

Scholarship inthe £ZE AT A 1T £ OA A#sbdsél pO@<LBds BIAH@ Gircuiaiod

of emotions, such as Ahmed (2004), who deAOO A AZ£ET A OAT Al UOEC
economies, where feelings do not reside in subjects or objects, but are produced as
AEEAAOCO 1 £ ANEhowiOhighlpdivierbedn theip @haerstandings of what

affect is or can be, theories of affect have attemfgi A OO1 Cci  AAUI T A OEA
APEOOAITITCEAAT DPAOAI ACGAOO 1T &£ OEA PBHI COEOOE
particular, researchers have challenged the scientific superiority of reason over

emotion (Pedwell and Whitehead 2012). While some scholars thugosition the

ET OAOAOO ET AKXEARADONADA OA A BRI ttAGemihisthdv0 0 AOCO
Al xAUO AAAT AT CACAA xEOE NOAOOETT O bieE AEEAA
Furthermore, the rhetoric of newness risksomitting O £ZA1 ET EOO EEOOI OEAO 1
POl AOGAGET 16 j0AAxAT 1T AT A 7EEOAEAAA &l Yadq VYVY

and care industries has analysedhe effects of the commercialisation of the intimate

23Building on the work of philosophers Deleuze and Guattari (1980), affect is often defined as
NEFSNNAY3I G3ISySNrfte G2 o02RAf& OFLIFOAGASE G2
RAYAYydziAz2zy 2F | 02Reé&Qa O LI OAughe200f:2). I Oz G2 Sy3t
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EAZA OEOI OCE Ai 1 AAPOO OOEPBAEDI DAVYAHEQT AT Al |
I A 0o

I OC i $EOI T OA aiTaqh AOGe) xEIl AOOOEAO Al

p

1.3 A constructivist understanding afocial categories

According to an interpretive, constructivist perspective,] EOAA OOAAI EOUS6 EO
by social actor8 ! O 3AExATAO jYyypq OPAAEEAEAOd O4
particular places, at particular times, fashion meaning out of events and phenomena

through prolonged, complex processes of social interaction involving history,

language,a A AAOBI T 06 j aaa

My research participants often held clear and essentialist ideas regarding OA O1 OOOA 6
and ethnicity, gender and roles inside the salsa circuit.Building on a constructivist
epistemology, as a researcher | was interested in the ways these categories cameadnt

being, how individuals participated in creating the categories, and in which

situations they were mobilised. Contrary to some studiesthat conceptualisedance as

the expression of a specific cultural or@thnicégroup, | started from a vision of salsa

dancing as a social practice, and thus the idea that salsa has to be constantly

(re)made as Latin or Cuban (or@lobald as we will see)However, the salsa circuit is

undeniably a highly gendered and heteronormative social space. HAis section

discusses my theoretical framework inrelation to ethnicity , gender and other social

categories) xEI 1 AZEO0OO0OO AAAOAOO OEA AOEOEAMEOI T &

use of these notions, which evoke different meanings in different studes (1.3.2).

131 ' 3L AYad a3INRdAzZLIAAYEY | NBf,ratendy I f dz
gender

Since the 1980s, inthe social science in general and anthropology in particular,

scholars have criticsed the tendency to naturalise the association of cultue with

place (Appadurai 1990; Bauman 1996; Gupta and Ferguson 199®Vicker 1997) or, in

other words, the idea of an isomorphism between a specific territory, an ethnic

community or a nation and a culture (Wimmer and Glick Schiller 2002). Smilar ly,

Brubaker (2002) criticisAA OEA DOAOAIT AT O OCOIOEGHBE ®IOAT BRAT AT

to take discrete, sharply differentiated, internally homogeneous and externally

52



bounded groups as basic constituents of social life, chief protagonists of social
conflicts,and £01 AAi AT OA1 OT EOO 1T £ Ol AEAT AT Al UOEOS
Taking up thesecriticismsh AT A AOAxET ¢ 11 "AOOEB8O jVYyiy(Q
have developed a relational, interactive and processual understanding of ethnic

groups and group boundaries g Jenkins 1994Wimmer 2009), whereby ethnicity is

APDPpOil AAEAA AO OEA 1T OO0AT T A 1 £I ABERE&EBA ) DOIOA
OEOEI T h AOET EAEOU E O thatlexplains hov @éofld bghakeibut OE A x|
something that has to be explaineditself (Wimmer 2009).

Taking into account the risk of Gnethodological nationalismd Wimmer (2009)

critici sed the tendency of scholarship on migrationto treat ethnicity as a selfevident

unit of analysis. Instead of assuming group boundaries are based on ethnicity
scholarsshould thus look at the ways ethnicity is actually made important z or not.

Wimmer (2009) suggests researchers should O Adkhnicize research designs by

taking non-ethnic units of observation to see both the emergence of ethnic closure

and its absence ordiss | OOET 16 j a0aq8 3EI EI AOI Uh S$AEET A,
to (@e-migranticize 6 migration research through several approaches, one of them

AAET ¢ OEA OOAT OEAT OAOE ivhich énils & fodus ddllaig® 1 £ Al
segments of the population instead of the category ofnigrantsd(2217).

The present studytakes these epistemological (and methodological) reflections as a

starting point in the development and implementation of the research interest.

Instead of focusing on the circulation of people based on their supposed

CAI COAPEEAAI 1 OECET h ) AEIT OA O OA& 111 x6 Of
Only in a second step did | look at whether (and how) ethnicity is mobili sed and

made importantinsAl OA AAT AAOOS OOOAOACEAO Inmisbl OEOE]
process, ethnicity often intersects with racial classifications and representations.

| approach gender from a similar perspective,viewing it as the result of social

interactions and following OEA EAAA 1T £ OCAT AAO AO bPOI AAOGO
(2016) clarifies in a discussion of the relationship between gender and mobility:

O ATAAO EO 110 AAT 6O 1 AGAOOEIT ¢ EiT x 1T AT ATA
theoretical and methodological toolbox able to capture how socially, culturally,

historically constructed relations between the sexes inflect the texture of mobility,
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AT A OEAA OAOOAS jadQgqs 41 AT Al UOGA OEA ODPAAEA
AOAx 11 7A00 AT A 7 &1 A Qi AiGEAE AEVPAA ADPDOI A,
CAT AAO6h AO x Akvelophedts @irs¢hduer 1984, F001O Delitsch 2007;

Nentwich and Kelan 2014; Risman 2009). Addressing the gendered relationships in

salsa dancing with a doing gender perspective has th@dvantage of switching the

focus from the supposedly stable gender arrangements on the dance floor to the

ongoing negotiations and activities of the gendered dancing, thus going beyond

much of the literature dealing with gender in salsa.

This constructivist approach to ethnicity and gender leads to a focus on the ways in

which actors in the salsa circuit arecreating z or doing z salsa together (see Schulze

2015: 58).

132 4! dzi KSYyGdAOA(Geér SIKYyAOAGET 3IASYRSNJI
circuit

While tEA 17T OETT 1T &£ OAOOEAT OEAEOUS EO 11060 AO «x
other dance contexts (for instance Bizas(2014 reports that students of Senegalese

sabar dance described their motivation to travel to West Africa as a search for
authenticity), some research participants referredOT AGOE AT OElAindh@AT OA 6 8
(2008) attributes the quest for the authentic to modernity, bringing along the

OAOT GOETT 1T &£ A OAAOAA EEAOAOAEUS6 jAaqh O OEA
collective authenticity are in great demand.From a constructivist stance, claims for

AOGOEAT OEAEOU AAT AA ApbPOi AAEAA AO A DPAOO 1 ¢
NOAI EOU 1T £ OEA 1T AEAAOO DjairyBrOtkd ugderStandinigA 3 OAET
will analyse the waysin which salsa dancers mobilise the idea of authenticity related

Ol AEOEAO @hilh spéciicnatiorial@dntexd (th this study mainly Cuba) or

a personal relation to salsa

As already mentioned, among my research participants a highly naturaied and

essentialist idea of categories was prevalent regandg gender (gendered roles in

OAl OA AAT AET ¢ AOA OOGOAI T U OAEAOOAA O61 AOG O
AOET EAEOU j O#0AAT O AT A , A&Gel EBOA AOBRAOEEMR NIE/

inside the salsa circuit as related to status gtars, salsaartistsh AACET T AOOh OC
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dancers etc). These categories were rhetorically constituted by dancers, who often
OAEAOOAA O OEAI OAlI OGAO AT A 1T OEAOO EIT OEAOA
essé OEAI EOI 6 j 3DEOAE 4T Véa jYyppqaqq ET 1 OARO O]
salsa circuit. While understanding such categorsations as the result of social

processes, in the analysis and written account | used (and thus (re)produced) the
categoriesused by my interlocutors. In this way, | do not only speak of male and

female dancers; in some parts of the thesis | use the emitterms of Latinos/Latinas,

Cubansand Europeans(or, in some casesEastern Europeany to analyse the ways

actors actually engage in boundary-making between dancers and thus create these

groups. However, it is important to keep in mind that these are not my categories,

TTO0O AOA OEAU O1 AEAAOCEOASG AOOCEAOQOI AGETT O 1T &£ A
were often constructed as relatively stable, individuals moved between them and

negotiated their meanings.

&OOOEAOI T OAR ) AEOOET COEOE AAOxAAT xEAO )
OOAT OA OOOAAT 066 O1T AAOAOEAA OPAAEEEA DI OE
various ways the term (rofessionald can be defined, particularly in spaces of music

and entertainment (see Gibert 2011). In the context of the salsa circuit] use the

status of professional to point to individuals who are able to accumulate

considerable salsa capital and often are able to transform it into economic capital. In

other words, | use the more encompassing category of professionals to include the
acknowledged salsa starsas well as other dancers who teach and perform in the

salsa circuit, often called travelling artists. However, the two categories are not

always clearly separable: dnce students may become remunerated teachers in some

contexts, and professionals may take lessons with other dancers; the categorisations

and identifications are thus always contextdependent and temporary.

24The notion of emic categories is used in anthropology to designate a perspective from within
the social group studiedHgadland, Pikand HarrisL990). In this thesis emic terms are highlighted
through italics.
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1.4 The salsa circuit: beyond a spatiaJII;oundframework

T s A N o~

(Appadurai 1990) it has AAAT O0O0O60O0cci ET ¢ O AOEACA OEA
situational inquiry and the study of large-OA AT A OUOOAIT 06 bpimil@ki I AO a
to Mueller (2016),1 was presented with the challenge of observing salsa danceis a

micro-level and developing a broader understanding of the transnational networks

salsa dancers are engaged in. | thus had to develop analytical tools to mediate

between situated ethnographic accounts and my macreanalysis,like Mueller (2016)

who devd | DPAA OAIT OA ©1bAdGE A gapditetweed the collection of

multiple, particular ethnographic accounts and the construction of a broader

analysis of the quasiglobal, networked agencement of hardcore punlo (101). Based

on the emic notion of the circuit, and following Mueller (2016) and Kiwan and

Meinhof (2011), | conceptuabed salsa as consisting of a circuit with several hubs

(1418 ) AEOOOEAOI T OA A OAframewotk T "HEA AEADD Ox, 1§ O yABGH6Q
complementary, " 1| OOAEAOB8 O | YwivEqQOBEAT HDEOAZEETADI OO0A
@asBaqh ETAI OAET C "1 OOAEAOGGO OEAI QEQABEIT T 1 A

transnational perspective (1.43).

1.4.1 Bridging theories of localised scenes and global flows:
conceptualising the circuit

As already mentioned, literature interested in salsa in terms of its social

AT OEOTTIT AT O T £ZOAT EOAT AG OAT OGA AO A 11 AAIEC
1 TAAl AAADPOAOEI T Oh A DPAOOPAAOEOA OEAO 1 &£OAI
ADlI OOO0AT Al xEOB GAGRAh TxAEAEAE OEOEO OAEAUET C
4AEEO Al AAO AEOOET AOGETT AAOxAAT OOEA cil AAlI G
I £ OAOI OO60OA6 AO Al AAOI U AOOI AEAOAA xEOE Obl
this study wishes to address. As anthropologists have argued for decades, the
AEOAEDPI ETA60 &£ AOGO 11 OEA 11TAAl AOEIAO 11
groups and place (Barth 1969) as well as between culture and place (Appadurai

1996). Early globalisation scholarsA OCOAA OEAO OEA Ai AOCAT AA 1
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DOAI EA OPEAOAG EAO OOAT AAOAA AT U OOOEAOI U ¢/
I AOT 1 AOAs ' OPOA AT A &AOcOOiI 1T Yyyad yQs

(1T xh OEATh AAT xA OEETE T &£ OAIOA EA£ 1106 EI
fliTxe xEOQOE 11 AT AEIT O ET AT U 11 AAT O1T AEAI h AA
OEA AEEZEZAOAT O 11 AAT EUAA OAATAO AT 11T AAOAAe 4

interview partners used terms such asscene family, world, industry and circuit. |
opted for the emic notion 2° of the circuit to underline the importance of circulation

in my conceptualisation of salsa: the circulation of people, the circulation of
imaginaries, dance movements,conventions and affects, and (of less importance in
this study) the circulation of music and dance videos as well as artefacts such as
instructional DVDs and clothes (see Mueller 2016 for a similar analysis of circulating
elements). People travel to take salsa lessons, participate in salsa events or teach and
perform at the numerous events. In their encounters they build on and (re)produce a
set of shared understandings of why they do what they do (imaginaries) and how it
best should be done and felt (the conventions and affects). This thesis will look
closely at the drculation of people, dance movements, imaginaries and affects
whereby | do not conceive of circulation as an abstract idea of flows but rather as
inextricably and inseparably linked to local situations (cf Mueller 2016: 110).

1O 500U | alisbcaldfe id lipbriutiifie add extended connections often
across long distances, organised through certain nodes or hubs within which social

I EAA EO & OF AA AT A OAAE Of AAS jiiéseedanded 1

O
m;
T

connections come togetherin hubs (see kgure 1).

25My conceptualisation of th salsa circuishould thus not beconfusedwith the theorisation of

G Odzt ( dzNJby Stuark HvDamh hils T alleaguatsthe British Centre for Contemporary Cultural

Studies (CCCS) (see for instance du Gay et al. 1997). Nor does it refer to anGhao@cept: the

highly influential but also critised notion of subcultureé ¥ 2 NJ I NB@ASg 2F (GKS O2y
critique, see Schulze 2015).
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*..* Hubs «—— Circulating people, imaginaries and affects

Figurel A conceptual map of the salsa circuit (adapted from Mueller 2016).

The salsa hubs should not be understood as physical geographical places but rather
as the material actualisation of salsa, thenoment salsa happens in a specific spac®.
Hubs can take various forms, such as a salsavent, afestival, a class at a salsa studio
or a party at a salsa club, thustemporarily territorialising in specific places.
Furthermore, situations such as an onlinediscussion between salsa dancers on the
topic of a convention can also be considered a huB’ In this sense, the different
situations studied in this research project can be conceptualised as highly connected
(see also Mueller 2016)reminiscent of post-structuralist philosophers Deleuze and

~ s A A s N s = z

' OAOOAOEG O rjotiory of Bhizgm¥.yTRel n@dk! of the rhizome points to a

s N oz o~ A 5

non-hierarchical organisation and isAEAOAAOQOAOEOAA A0 Al 111 x0q ¢

26|n their study on African musicians, Kiwanan@ A Yy K2 ¥ 6 H 1 M M rangnétidnal andINR LJ2 a S
translocay SG 62 NJ] Y2RSt ¢ gAdK ,aBich3hey dall haok. FHdwevedt My YS G SN
model differs in the conceptuahtion of hubs asemporaryrather than their more static notion of

human or spatial hubs.

2T The transnational fieldof salsa congresses thusas to be conceptuatd adequatéy by
including a vision that does not separate the virtual from the -uotual, but includes the spaee
and timesspanning possibilities thaternet offers (of course only for thoseho hawve access to the
internet).
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roots, the rhizome connects any point to any other BT ET 06 f a€ 8 L
conceptualisation of the salsa circuit consisting ofhubs highly connected through

circulation is helpful in overcoming ideas of either localised scenes or global flows,

as it allows for a relational perspective

At the same time, the critics of some enthusiast depictions of global cultural flows

have argued that there are limits to such idealist, norhierarchical perspectives of

social relations. Tsing (2000: 337) warns that a focus on circulation as the defining
characteristic of the global mistakenly turns the attention to what circulates instead

of to the conditions that allow circulation to take place. Mueller (2016: 120 also

argues that such a nonhierarchical vision of the social world (in this case the salsa

circuit) is insufficient when it comes to understanding hierarchies and unequal

access to various resourcegin short, power relations). Therefore the hubs and

circulations constituting the salsa circuit have to be understood as being embedded

in broader, globe-spanning political, economic and cultural power relations. As Glick

Schiller (2015) writes:On a multi-scalar analysis, local, regional, national, pan

regional and global are not separate levels of analysis but are part of mutually
constituting institutional and personal networks of unequal power within which

DAI PI A AT OE xEOE AT A xEOET 00 I ECthdldrsof EEOOQT C
OOAT O1 AGET T Al EOGI AOCOA OEAO OOEA bPil1 EOEAAI

of the social, although the role of states isone important element in the analysis of

Pl xAO OAMGIKIOEhillerO2015: 2277)Particularly when it comes to the

AEOAOI AGETT 1 &£ PAI PI Ah AOOOAT O OiI ECOAOQEIT C
into account when analysing the salsa circuit. The European migration system

AT T OEAAOAAT U OEADPAO AAOI 006 AAAAOO O1 OEA C
case of salsa hubsbased in European countries. From the perspective of some

dancers in this study, the salsa circuit is therefore separated ito a specific European

circuit or North American circuit, which they can only enter under specific
circumstances (such as obtaining a visa). To account for these limitations, in some

parts of this study | narrow the focus down to a specific European salsaircuit,

whose boundariesalign x EOE %001 PA6O AT OAAOOh OEOO OAT A,
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difficulties salsa dance professionals of different origin countries have to overcome

in order to participate in the European salsa circuit

1.4.2 Art worlds andartistic fields

To understand specific aspects of the salsa circuit, | found certain theoretical

AOAT AxT OEO 11 OA OOAAEOhotiohEME OAOBAOGPI ADAE A
particularly helpful in analysing salsa danced ®rganising of collective action in

regards to specific conventions(see also Schulze 2015His analytical framework

allowed meto focusonD AT b1 A OAT ET ¢ OEET COnmEaitiICHAhig AOs | "
study. However, to account for the power relationsand struggles in the salsa circuit,
AOPAAOO 1T £ "1 O0ABAGS BE AEOMO A x| Opeprisagien i A EE O
different forms of capital (Bourdieu 1986) weremore helpful (see Partlll). While
"AAEAOS8O jYypaq 11T OETT T 998 doacéptuadisatioh & 06 AT A
weaknesses (Bottero and Crossley 2011), thdiffer considerably in their theoretical

outlook. The resulting tensions between different levels ofanalysis point to the

limits of a sole analytical lens, which | wanted to overcomeby approaching the salsa

circuit from different perspectives

7TEEIA "AAEAO EO 1T £#0AT OAOEOEAEOAA &I O EI 00
xEOEET 1T AEAAOEOA OAlI ACET T OGoh "1 OOAEADGBO OAI
TAcCi AAO OEA OOAEAAQGEOA DPIET O 1 mothaEoxds: j " 1T OO0,
while Becke® O A b Ef@iiséds Aok individual action, Bourdieud © AOAisAxT OE
interested in social structural dynamics. Despite these differences both analytical

AOAI AxT OEO AOA OOAA OI OOOAU OEA OAIlI AOGEI T OE
social ernvironments, and both approaches have been taken up widely in works of

sociology and anthropology of art and beyond. Asnumerous studies in other

disciplines have demonstrated, ideas from these theoretical frameworks are fruitful

to analyse any form of socal organisation, independently of their thematic scope.

Therefore, although drawing on a theoretical framework developed for the specific

setting of artistic or cultural production, I do not approach salsa as an artwork or

cultural product but am more inte rested in the theoretical perspectives on the social
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organisation, namely the focus on networks, collective action and conventions

(Becker 1982), as well as struggles and positietakings (Bourdieu 1993).

47 OOi 1 AOEOGA "AAEAOSO AGA OO« TOEIN GRER GOREON ¢
people whose cooperative activity, organized via their joint knowledge of
conventional means of doing things, produce the kind of art works that art world is

TT OAA A& 06 jYyBad @98 $OAxETC T éonpeneO O AA
specific category of actors into my analysis, such as the setfescribed salsa artists

but also included some of the other actors such as festival participants, DJs and

event organisers& OOOEAOI T OAh ) AOAx 11 " AABrfaas O O1 A2
look closely at some conventions of the salsa circuit, particularly conventions in

terms of pedA CT CEAAT OAAET Edh@AioNsoA 1;A3 ACAindeiciog 1 Yi q
aswellasx EAO ) AT E lekidn ofGdbgible Galshstaréa

7EEI A " dhdlyfichidran@work has the advantage of stressing the importance

of collaboration between all the participants of an art world over widespread popular

beliefs of artists as individual creators, it has been criticised for its emphasis on

consensus ratherthan conflict among artists and actors who control material and

symbolic resources (see Crane2013. In other words, the main criticism of Becker

and interactionism more generally suggests that its focus onpeople doing things

overlooks structural issues d& power and resources (Bottero and Crossley 2011).

Indeed, conceptualsing salsa as an art world did not adequately address the

guestion of power relations inside and outside the specific realm of salsa.

In a second analytical step, | therefore optedto i1 OAA OT I A AOPAAOO 1 A
i Yyyéq AOAI AxT OE 1 MnaysEfhA sphclic dtrateGiés offadorsAirA 1l A O
terms of the resources and capital at their disposal! T OOAEAO8 O OEAT OAOEAA
lays the groundwork to analyse the reproduction of social hierarchies His notion of

OZFEAT A 1T £ AOI OO00AT b Oriequddihe§iiF | G 46E AA Al ARDO AAO ABIUA G«
field is a field of forces but it is also a field of strugglestending to transform or

conserve this EAT A 1T £ &£ OAAOGS "1 OOAEADO Yyvyéq £71h
analytical framework, cultural products and producers are located within a space of

positions and position-takings. Actors struggle to defend or improve their positions,

T s, oA N, 7
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ACAT O T AAOPEAO ET OEA PIi xAO OAI AGET T O y OADPDI
thus develop strategies, consciously or not, which permit them to ameliorate their

situation. The analyOEO T £ OEA AOOEOOEA ZAEAI A EO DPAOO |
AEOOET AO O1 AEAI #Z£EAI AOh ET xEEAE A O AEAI
relations between positions defined by their rank in the distribution of competing

powers or specieséE AADEOAT 6 | " T OOAEAOInRduklieud OARNEAKXO Y
numerous discrete and relatively autonomous social fields make up social space,

such as the economic, artistic, intellectual and juridical fields (in his case in a

national frame). AseachEAT A EAO EOO 1T x1 11T CEAOh OEA AAO
differently valued in different contexts (Bourdieu and Wacquant 1992). However,

"T OOAEAOGG6O 1T OETT 1T £ AEOOET AO EEA{L&hie@ EAO A
2001 see also Moret 2015 | therefore do not restrict my analysis to Gocial fieldO but

also include other contexts, which encompassQess strictly bounded and defined

Of AEAT AT OEOI 11 AT 60 Al A Rédkdngyd s foftabalysej - | OA O

the salsa circuit in terms dof a national bounded field, as the next sectiondiscusses.

143 . 2 dzNRASdzQa (KS2NRal A2y 2F OFLAGI €
"T OOAEAOG O OEAT OAOEAAI AEOAI A x bood# inggudlitidsAOAA T
are a product of the accumulation of several forms of unequally distributed

resources Enlarging the Marxian understanding of economic capital, Bourdieu
conceptualises economic, cultural, social and symbolic capital as related (and

sometimes convertible) forms of capital (Bourdieu 1986)%2 In this thesis | build on

"1 OOAEAOB8O AAPEOAI APDPOI AAEh OAEET C ET O1 AA,
a specific salsa capital.

Following Bourdieu, economic capital can be immediately and directly converted

into money and may be institutionali sed in the form of property rights. In the salsa

circuit, economic capital is highly important and at the same time downplayed by

2BWhit S RNIgAy3a 2y aLISOGa 2F . 2d2NRASdzQa GKS2NBGA
do not employ other elements of his theory, for instance the concept of habitus. The latter has
658y ONAGAOAESR & o0SAy3 AyO2 Wiiviings hadelyshls K LI N
GLINF OGAOIf GKS2NERéX SYLKFaAaAy3d AYyidSNI OlAazya oS
argument, see King 2000).
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most actors. Although often being aprerequisite for the access to the salsa circuit (in

form of dance lessons, travel costs and entry tickets), as well as the return for dance

DOl FAOOGET T A1 08 x1 OEh AAT AAOO AT A 1T OCAT EOGAOO
Oi 66 T &£ PAOOGEI 1T A AAudsl OAAMATIOAET &£ @1 OFA OIOATE
OET OAOOEIT 1T &£ OEA TI1CEA 1T &£ OEA 1 AOCAO AATTI
field of cultural production.

Bourdieu distinguishes three states of cultural capital, of which one is particularly

important for this study: institutionali sed cultural capital. Cultural capital in its

institutionali sed state corresponds to academic qualifications such as formal degrees

AT A AAOOEZEAAOAO8 4EEO 1 AEAAOEAEAAOQOEITT I £
between the captal of the autodidact, which may be called into question at any time,

[8] and the -cultural capital academically sanctioned by legally guaranteed

NOAI EAZAEAAQOET T Oh & OI AlT U ETAAPAT AAT O 1T &£ OEA
dnadgs8 - AT U T dancd préfesdibdald habeddedgbees in various dance forms,

OOAE AO OAT 1 OAi PT OAOUSGHh OAI T EITOEAS 1O 000/
OiTi A AEOAOI OOAT AAOG8 (1 xAOBAOh AT T OOAOU O1 i
AEOAOGEO A AAT ARA Gdle€ inb Guediidn Odsitdformah dualiffcations,

AO OEA AT 1 OOOOAOQEIT 1T &£ OOAI OA AAPEOAI 6 OAIl E,
The third form of capital Bourdieu defines is social capital:

the aggregate of the actual or potential resources wtdh are linked to possession of a
durable network of more or less institutionalized relationships of mutual acquaintance
and recognition z or in other words, to membership in a group z which provides each
of its members with the backing of the collectivity -owned capital, a@redentialdwhich

entitles them to credit, in the various senses of the word (Bourdieu 1986: 248).

The understanding of resources embedded in social networks as a form of capital is

particularly helpful in the analysis of salsa dance prEAOOET T A1 06 AAOAAOC
professional with close ties to many event organisers will have a larger volume of
performance and teaching opportunities than dancers with low social capital.

Moreover, as Bourdieu states, social capital demands relational effts; as | will

demonstrate in detail in Partlll of this thesis, social capital has to be acquired and
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i AET OAET AA OEOI OCE bDPOI AAOOGAO Y ardibd highix T OEET C
relevant in all stages of the careetbuilding process.

Furthermore, as Bourdieu argues, once accepted and valued by others, the three

types of capital already AAOAOEAAA [ Au AAAT T A OUI ATT EA AA
(1993) on an economy of symbolic goods also inspired my understanding of the

relational field of salsa as an@ffective economyd As demonstrated throughout this

thesis, salsa dancers negotiate their positions in the salsa ciuit drawing on various

resources. The notion of an affective economy points to the importance of the

affective experience of salsa dancig as a driving force of the salsa circuit, as further

discussed in Chapter3.

7TEEI A "1 OOAEAOGS O A A bighi influeAtlBnCsbciallaialyssAiO A A Al
has also generated criticism pointing to its limits in several regards.An important

critiqu e states its inability to account for change of the social order (Calhoun 1993,

+ETC alTi g8 )T "1 OOAEAOBO AEOAI Ax1T OEh Al AA
order is linked to his or her social position. Therefore, instead of negotiating change,

actors tend to reproduce the social order. While" T O O A pefsii2étiGe focusing on

reproduction is insightful in certain aspects, | will also mobilise other theoretical

perspectives that allow me to address how salsa dancers are challenging the social

structure, notably a doing gender and a boundarymaking approach (seePart II).

A second criticism is particularly important for this study: " T OOABGADBEDAT AOO6

terms of nation-states (Nowicka 2013; Wimmer and Glick Schiller 2002), and

OOAT O1T AGETTAT 11T AEITEOU ET EAOAT O ElsexmlA 1| OECI
AOOET OO EAOA AOOATI POAA O1 OOOAT O1 AGET 1 Al EOGA
2010; Meinhof and Triandafyllidou 2006; Moret 2015; Nowicka 2013). As these

authors show, particularly in the process of migration and mobilityh OOEA OUI ATl 1
OAl OA 1T &£ ET AEOEAOAI 06 OAOI OOAAOG 1 Au OAoOU Al
evaluated, i.e. in the place of oigin, the place of residence or other national or
OACETTAI AT 1 OAgOO6 j-1TOAO al Yig YRBOQ8 41
cultural actors of migrant background in European capital cities, Meinhof and

40EAT AAEUIT EAT O jall0q ANCETARYOADE A AIDIEG@RAI 16 10,
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OOEA OOOAOGACEA OOA T & ETI xI AACAh OEEIT O AT A
connections with their country and cultures of origin which are made active at their

TAx DI AAAO 1T £ OAOEAAT AA dal lipkdbétweenaall thréehotms OOC CA O
of capital, which migrants may mobilise in order to maximise their options. While

AARET C TTOA TO 1TAOGO OAADPOEAAI AAT 0O OEA x Al
resources is recognised after a migration, all these authorshare the assumption of
contexttAADAT AAT AU T &£ "1 OOAEAOGO AADEOABalOEAT OU
these authors have demonstratedwhen taking into account the criticisms, elements

I £ "1 @adhedelicaldframework are well suited to analyse manyaspects of
transnational phenomena.

To sum up, the conceptualisation of salsa as a circuit with specific hubs, including a

OEAT OAOEAAIT AOAI AxT OE AOAxET C 1 JperhiB & AOB O A

analyss of salsa from a transnational persgctive.

1.5 Research questions
The main aim of this thesis is to develop a framework to study the salsa circuit, in
order to better understand the circulation of salsa dancers and salsa imaginaries
from a transnational perspective. Based on the presentedheoretical background
and the discussed literature on salsa dance, including the identified research gaps, it
addresses three sets of research questions.
A first set of questions is interested in the formation of the salsa circuit and its
underlying logics:

1 How is the salsa circuit structured and integrated into a larger web of globe

spanning power relations?
1 Which imaginaries of salsaand salsa dancerirculate in the salsa circuit?
1 What motivates salsa students to participate in the salsa circuit and wich

role doesthe embodied experienceplay?

A secord set of questions addresses the waygender and ethnicity/race are
negotiated in embodied ways focusingonOAT T OAT OET 1 66 1T £ OEA OAIl O
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In which ways are ethnicity, race AT A OAOOEAT OEAEOUOG
negotiated?

How are gendered and ethnicisedconventions in salsa(re)produced?

In which ways are salsa dancey doing, redoing and undoing gender and

ethnicity?

A third set of questions focuses on the professional careersosie salsa dance

professionals develop:

T

= =2 =4 =4

How are professional transnational careers in the salsa circuit constructed?
How is access to the salsa circuit regulated?

How is reputation constructed and maintained inside the salsa circuit?

How is social capitalmobilised in the construction of a transnational career?
Which resources and gendered and ethnicised position strategies do salsa

dance professionals mobilse to construct successful careers?
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Chapter 2 Methodology and methods

This chapter outlines my choice of methodology and the development of my

research methods, in line with the epistemological and theoretical perspectives

discussed inChapter 1

This study builds on a qualitative, interpretive and constructivist approach.

Therefore, the research processhas been guided bya methodological approach

inspired by grounded theory (Charmaz 2006; Glaser and Strauss 1967). This
APDPOTI AAE OPOET OEOEUAO (WA studyAd@ér thdotetkal OEA £
AOOOI POETT 66 j &I EAE ail Ynd YéaqQqs 4EAT OEAO AO.
OAOEAO OAIT T OOOOAOAAG | #EAOI AU adeproundgd T OEA
the empirical data. Characteristic of a grounded theory aproach is a circular

research process, involving a close link between collection and interpretation of data

and the selection of empirical material (Flick 2014: 139). This study builds on a
constructivist understanding of the process of data collection. AsCharmaz (2006)
AOCOAOd O7TA Ai1OOOBAO 100 cCOi 61 AAA OEAT OE
ET OI1 OAT AT 66 AT A ET OAOAAOEIT O xEOE bDPAT BPI An
(10). In this sense, my experiences as a white, female, Swiss national, trained in &dc
anthropology, working in a research institute on the wider topic of transnational

circulation, and with an interest in music and dance, shaped not only the choice of

this research topic but also the ways | engaged with theoretical concepts,
perspectives andthe questions | askedduring this process (Davis 2018). Taking into

account that knowledge is always situated (what Haraway (1988jerms O £A1 ET EOO
thorough reading of the various perspectives contained in my observational notes

and interviews, building on extant methodological reflections and established

methods.

The field of the salsa circuit necessated a specific set of methodological moves,

between field sites,the virtual world and dance floors,and between participant and

observer. This chapter describes the ways | constructed my field2.1) conducted

short-term embodied ethnography of salsa events (2.2)and carried out semi

structured, problem-centred interviews with dancers (2.3). It discusses the
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challengesl faced and the strategies used to move around them. It also describes the
steps | took to interpret and analyse the data(2.4). Doing qualitative research always
raises ethical questions, which were trated in compliance with ethical guidelines
standard in social sciences? Considering ethical issuesto be important in every
stage of the research, | address the questions of informed consent, confidentiality

and my status between an insider and an outsidethroughout this chapter.

21 / 2y aiNHzOGAYy3a aldKS FASE RE

How can people who are in circulation and constant movement be studied? Being

interested in salsa dancers who form part of the salsa circuit, | was presented with

OEA AEAITTATCA T &£ A OAOAAOAEHEN ofdgEEAStaktany ET AT 1
fieldwork | therefore had to make choices in terms of entry points into the circuit as

well as the construction of the field itself. To adapt to this constantly moving field

and catch my research participants, a classical anthropological approach including

long-OA Qi AEAT AxT OE xAO EAOAI U DPOAAOEAAAI A8
longstanding tradition of long-term fieldwork, Salazar, Elliot, and Norum (2017)
OOAOAd OA AEOAEDPI ET A xEEAE AQOEI AO EOO APEOO
place (over a period of a year or more, usually) can hardly be well suited to dealing

with translocal connectivities and flows z at least not without some creative

OAEI ACETETI ¢ AT A ETTI OAOEIT 1TA&£ OEEO ADPEOOAI
OAOAAOCEOA OAEI ACETEICd AT A AOAx 11 i TOA (
construct my field and develop mobile research methods.

One entry into the field is through events, asproposed as a possible way to

I OAOATT A OEA OEI OOATTETCO 1T &£ OEA Al OAAAU AE
eg Bessin Bidart, and Grossetti2010; Hertz 2009; Salzbrunn 2017). Salzbrunj2017:

4) argues that an epistemological and methodological entry through the event allows

renewal of social science approaches to migration (and religion), as it shifts the focus

from an a priori defined group to the plural affiliations of present indivi duals.

Similarly, i A AEOAOOOEIT 1T &£ AT OEOI PTI T T CEOOOS DO/

29 Seeisasociology.org/en/abouisa/codeof-ethics(accessed 2August2018)
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territorialised notion) Hertz (2009: 219) proposes to focus on the event, which points

01 A OOAOEAO 1T £ OAAIT CT EOAAIOAD AARD O sgldidup HOIAET C
Drawing on such an understanding of the importance of events,| adopted a multi-

OEOAA OAOAAOAE AAOGECT Aindudidgsév@d of bdmitsofAl O £EE.
the circuit (conceptually defined in Chapter 1) namely salsa congresses, dae

studios and an organised salsa holidayy in a process that | discussbelow. This

section discusses the underlying assumptions guiding the choice of a mulisited
OAOAAOAE AAOECGT jasysyqh AAg OA OOOT ET C Ol
(2.1.2).

2.1.1 Multi-sited research

In anthropology, the idea of researchers following their object of study anda O T OA

i 66 &O0iIi OEA OEITCI A OEOAOGG j-AOAOO Yyyig ybo
1980s*3 ET AA OEAT h OAET T AOO ARI ©GBOE DD AGIOOAEB IO
ET iTOETT6h AT A -AOAOGOGS jYyyiq ET OEOAOETI

i AOAPET Oh OEA DI T Oh 00T OU TO AllAciouh OEA
of quite literally following connections, associations, and putative relationships are

thus at the very heart of designing multi-OE OAA AOET T COAPEEA OAOAAO
97). In this sense the connections between the chosen sites are important, as

Hannerz (20030 OOAOAOqd O4EA OEOAO AOsuchivdyd thalA OAA xE
the relationships between them are as important for this formulation as the

OAl AOGETT OEEDPO xEOEET OEAIin OEA EEAT A0 AOA |
(206).

These attempts to conceptualise a methodological approach to grasp the
connectivity between geographically distant places (instead of focusing on the

classical ethnographic onesited field) have also been taken up from scholars in

studies on the mobility of people (eg Mazzucato 2009; Richter 2012; Tarrius 2001). An

important p oint of discussion raised in transnational studies of migration is the

question of spatiality (see Faist 2004; Pries 2008). In a relational understandm of

30 Nonetheless, earlier ethnographies often indRIS R Gavidi SIRé NBReSamilB K> S3
SEIF YLX S 2T Amodnéuls gf2hg Wdster@ Racifiee Salazar, Elliot, and Nor@®il7).
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spatiality (see Massey 1993h OPAAA EO Al 1 OEAAOAA AO OA A
changeable nexis between material artefacts and social actions, which is created,
OAPOAOGAT OAA AT A APPOTI POEAOAA AU OF AEAT AAC
Amelina and Faist (2012) therefore suggedghat researchers of empirical migration
studies should OO OO A W3 A OOIOB OACEAO 1T £ OPAAA &I Oi ACET
(1714), through multisited ethnography and mobile methods. As they argue,

OAOAAOAEAOQO OET O1 A AAT PO A Of AGET AT 11 CEA
OOOAT O1T AGETT AT 11 AEI EOE ALy Avbiding & Gafidn€dteA OET T Al
AAT OOAA 1 AOET AT 1 1 CU cChaptef fy éxptigglitedatire dhQas® & A EI
often focusedonl T AAT AAADPOAQGET T O | £ GtidkstedCtb beAAT 6 A/
based 1 T xEAO AAT AA OAOI AA A sed hish MEelleA2016). CEA A
therefore considered it particularly insightful to use another approach to study salsa

AAT AROOGG AEOAOI ACEIT T AT A | Asikel &ppr@achialokedli C8 | A

me to focus on the connections between geographically distantphenomenas3!

Indeed, for the salsa dancers | talked to, the question of where they were dancing

(the locality) was far less important than, for example, the quality of the dance floor,

the skill of their dance partner or the reputation of the other dancers and invited

salsa instructors present (see Hertz (2009: 217) for a similar argument irelation to

night clubs).3? Salsa events take place in strikingly similarformats wherever they

EAPDPAT O OAEA bDPlI AAA8 4 AEE]T Qctidd bfispaceiinibl OOAT A/
AT T OEAAOAOQETTh ) OEOO Ai 1T AADPOOAI EOAA 1T U AEE

non-AT T OECOIT (QHageQEDBRA AI6O (ACA jaliiq 1T106AO0g 041
choice of emphasizing those global relations and the circulation of goods,
Al i i OTEAAGETTh 1TTAunh PAIBPIA ATA AiTOETITO O

chose a mut-OE OAA OAOAAOAE AAOECT AAAAOOA ) xAO E

AT A AEOAOQOI AGET 1 06h DOOOEIC 1T U AIiPEAOGEO 11

31 However, ths is not to say thatransnational connections caot be studied while remaining in
one place, nor that a muisited research design automatically leads to a thedion of
transnational connections.

32 ocation plays little part ith the notable exceptions of Cuba and New York, which both hold a
ALISOAIf adl Gdza ésglsa RapydeSoNEeiRhisforital askogiatidhBvith salsa and
the dauthenticity valué construced around them
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salsa, particularly the phenomenon of salsa congresses. Obviously, this choice
represents a limitation in terms of the importance of actorsd A AdAe&stn
specific localities and the concrete material and social contexts, a point raised by
several criticsof multi -sited studies.

As sceptics of multisited ethnography have argued (eg Candea 2007; Hage 2005),
multi-OEOAAT AGO 1 Au AEI OOA AOQOET T COAPEEA OAADPOE
ethnographic work in one site. For me, this challenge became particulag visible
when | decided to include salsa events in Havana in my field. How much knowledge
of local contexts was needed to understand the data collected in Havana? And which
emerging topics should be included in my research design and sample? | soon
realised that an ethnography of the salsa tourist space in Havana with a deeper
understanding of its workings would require a different study of itself. At the same
time, some information on local contexts seemed indispensable to understand
AAT AAOOG & Rédiawimgithe nitE @d theoretical interest of my study as
well as including some literature discussing context information proved helpful in
the interpretation of these data.

Choosing a multi-sited research approach based on a relational understandg of
space does not imply a negation of the lasting impacts of natiorstates and their
borders. On the contrary, during the whole researchprocessl| observedthe waysin
which the mobility of salsa dancers(in the circuit highly celebrated and normalised)
had to be acquired, particularly by Cuban dancers. Linking the multisited research
approach with a theoretical regimesof-mobility framework allowed me to focus on
the immobilities and non -granted mobilities as well, and thus to integrate some

aspects réated to local and national contexts into the analysis.

212 al LA Y3 GKS GaFASER aArAiGSacds OK22aAy
Marcus (1995) calls muliOE OAA AOET T COAPEU OAT AQGAOAEOA |
AT A (ATTAOU jailTeq OAIETAO OO OEAO OAOETT CO
is in this sense that | constructed my multi-OE OA A O £E Adevebpingiek AOAT 1 U

insights and following newly arisen opportunities (Hannerz 2003: 207).
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10O EAO AAAT AOCOAA ET A 1T AOGETATITCEAAI AEOA
dance research at the main sites of competition (Marion 2005 and in respore

Frederik 2005 and Skinner 200B), a research methodology focusing on a large

1 60i AAO 1T &£ AAT AA AOAT OO0 A1l OAEI O OEA OEOE i
competitive dance field actually consists of and the terms of membership contained
OEAOAET 6 j &OAviArddgthe atich AU JAFKFQAAS AAAAOA AAT OO
multi -sited research, this argument points to the limits of a research design focusing

solely on events®3A research methodology combining several research strategies,

such as tracking dance students and instructors, icluding different sites as well as

OEA OAOAAOAEAOBO 1 xi1 AT, Adprofobed by Skradk COBOAAOAE
seems more promising.In line with my research topic | therefore chose to combine

several research strategies. Howevemyhile this approach seems fruitful in order to

study dance worlds, it entails practical challenges | had to deal with, as detailed

below.
)T OPEOAA AU OAET 1 AOO, I10ndidly igad tBd ifleA Bollitkrally AOET AO
OAI 111 x6 ODPAAREEEA O AdntGedttings, Aohyickl) Gavedibgittd C E A E £

them to better understand the meanings and experiences of theitravelling. Due to
OAOAOAT DOAAOGEAAI -@doikeliethddst OKA® OODA Ul A1 ODEA
limited AGOAT O AAT ARAOOS AEAT pgafebsipnal BitudtibnGas AT A [ U
teaching assistant did not allow for spontaneous travels nor longer trips duringterm

time.3*In her methodological discussion of research with highly mobile artists,

Lipphardt (2015: 63) mentions similar challenges related to mbile research designs,

including the necessitated coordination, flexibility and not least financial costs of

such research endeavours. | therefore decided to concentrate on meeting dancers

(salsa students and salsa dance professionals) at specific eventwhereby salsa

festivals proved to be a highly fruitful context. In this way, | could meet many

dancers at one time to conduct interviews and was even able to meet (some)

2R2ft 238

33| would argue for the importance of adjish y 3 i K K
dz NEQ O0AYUY

AYGSNBaded C2N Ayaidl yosSs é'
a localised dance studio.

340n another level, the use of a sctF -YWDRA t S YWRVEK BigRlg &uitfl, namely in
dancing with research participants, which will be discussed below.

§ OK2&8y YSi
ReAy3d RFEyOSN
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OAOAAOAE DPAOOEAEDAT OO OAOAOAI OEI A0G8 &AAAAI
travels virtually and when | had the opportunity to participate in a dance holiday to

Havana, organised by one of the interviewed dancers, | included this dance trims

part of my research.

During my research process | started to recentre a part of my reseach on the
transnational careers of salsa dance professionals, a conceptual move whiawould

AAAT 01 O AI O -barddr MobidyOndthodk Mé aBthally following them. The

A AOO i1 ETAEOEAOAT OAI OA AAT AA DOT £ZAOOEI I
O1 AAOOOAT AET ¢ T &£/ OEA OAI OA AEOAOEO OEOI OCE
(for a similar methodological argument see Kiwanand Meinhof 2011).Through this

combined research strategy including severalapproaches of tracing people and

biographies (Marcus 1995), or in this case careers, | was able to grasp different
perspectives and aspects of the salsa circuit, thus taking into account the limitations

of a multi-sited and mobile research design.

Starting in 2013 and over a period of three years londucted short-term multi -sited

fieldwork in several phases at ten salsa festivals in six European citigsee Table 1)I

also interviewed chosen dancersin their dance studios in Zurich, Geneva and

London in between festivals In addition, | undertook two research trips to Havana

in January 2014 and in August 2015 for a total of five weeks. | also included social

i AAEA AT A PAOOEAOI AOI U &AAAATTE AO A OAOGAAO;
| chose the festivals in terms of their size, to include smaller and bigger events, as

well as in terms of the featured dance styles. To allow for an understanding of

change | went to two congresses more than once (Zurich and Berlin). | started with a

congress | had easy access to due to my former involvement in salsa in Zurich (see

below) as a preliminary field site in 2013. | then chose thesubsequent congresses

based on their size and the actors | wished to meet. The sometimes long intervals in

between fieldwork allowed me to go over the data collected before that point and

AET T OA OEA T A0 OOADPO O OAEARh 11 OEA AAOEO
a grounded theory approach (further discussed inSections 2.3.2 and 2.4.1). Their

dates, the availability of flights and accommodation as well as the funding | wasble
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to obtain for specific events also influenced the selection of festivals and the two

longer research trips to Cuba.

Tablel The mairresearchsitedevents.

Event Date

Salsafestival Zurich 22¢24 February 2013
Mambo (On2)Festival, Munich 5¢7 July 2013

Salsa Convention St. Gall 21¢22 September 2013
Salsa Congress Berlin 4¢6 October 2013

Dance schools, Havana 12 Januarg?2 February 2014
On2 Salsa Congress, Milan 9¢11 May 2014

Croatian Summer Salsa Festival, Rovi 25Junel July 2014

Salsa Congress Berlin 2¢6 October 2014

El Sol Salsa Festival, Warsaw 6¢10 November 2014
Salsafestival Zurich 20¢22 February 2015
Dance holiday, Havana 30 Julg13 August 2015
Salsafestival Zurich 26¢28 February 2016

An important characteristic of my field sites was their short-term character. Hannerz
(2003: 210) points to the importance of temporary and sometimes shottived sites in
much contemporary ethnography (see also Pink and Morgan(2013 on short-term

ethnography). In the present study, this was particularly the case of salsa congresses,

s s o~ A

xEEAE +AAEO jaiVéq AEAOAAOAOEOAG ARDG OABBAI

These events start on Friday in the afternoon and end on Sunday night or Monday

morning with all guests departing. | experienced research at these events as
extremely intense as | had to switch between various roles and research methods

with practically no time to rest. At the same time, this intensity was also visible in

the collected data. KnoblalAE j a1 1 i @ POT i OAO OEA Al 1T AAPO
to account for precisely the intensity of data such shortterm ethnography may

CAT AOAOAd O4EA OET OO OEIi A DPAOEI A Al OAOAA E
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intensity: focused ethnographies are typid 1 | U AAOA BiMyArigayéen®edto | YO Q
with the salsa circuit encompassed more than just the shortterm fieldwork, as |

continued to take classes in my home town,maintained contact with other dancers

and followed salsa debates not least through socianedia over an extended period of

three years (for a similar point see also Pink and Morgan 2013).

Social media, particularly Facebook and YouTube videgdform integral part of the

salsa circuit | thus had to extend my ethnography from the events to the virtual

space of theinternet, which also became a field site of its own. Kozinets (2006)

1 AAAT O OEEO APDPOT AAE O1T AOT T COAPEUG AT A AAEE
conducted on the Internet; a qualitative, interpretive research methodology that

adapts the traditional, in-person ethnographic research techniques of anthropology

to the study of online cultures and communities formed through computer-

i AAEAOAA AT i1 O EAAOGET T O6 jVY¢eiqs "AEI C Al CAC/
that Iwas abletostay T OEA EEAT Ad A O bé&veen e@BdOnithe T CAO A
other hand, it is time-intense and generates an enormous amount of material, so |

decided to use this material as background information and only included

particularly relevant quotations and parts of discussions in my observation notes.

These notesthus formed part of the analysed material.

The field of study hence included salsa events in several European cities, salsa

studios, a dance holiday in Havana and, to a lesser degree, the internetit also

included my own body as the next sectionspecifies, addressinghe ways | conducted

research at these events.

2.2 Dancing through the fieldsalsa ethnography

To better understand the workings of the salsa circuit, the ways specific hubs came
into being and the practices of dance professionals and salsa students during such
events, | conducted shortterm ethnography at salsa events in European cities and

Havana. | did not confine myself to observing practices but also participated in

35The shoriterm character of festivals is also addressed in scholarship on festivals. Picard and
W20AYyazy ouwnncov FNBdzS GKFG FSadAgrta aKkENB aiYa
YR Gf AYAGSR Ay &aLJI OS FyR GAYSE 600
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various degrees in the field (2.2.1) and included aspects of embodied research (2.2.2),
All T £ xEEAE DPOAOOI AO OEA OAOGAAOAEAOBO OAAEl

2.2.1 Participant observationbbservant participation

Participant observation is a prominent method in qualitative research to gain access

O0i OxEAO PATPIA Al o8 )OO EO AAEET AA AO OOEA
involvement in the day-to-day or routine activities of participants in the researcher

settingod (Schensul and LeCompte1999: 91). Such immersion raises several ethical
guestions; this section discusses my position as an insideoutsider, the ways |
negotiated access to the field by taking sveral different roles, how these roles
influenced my observations and how | gained informed consent from research
participants.

My membership role in the salsa circuit had to be constantly renegotiated and

oscillated betweenbeing an insider and an outsider, reminiscent of what Dwyer and

"OAET A jaliyq OAOI OOE Ahadmehidud exgedetee ik falsd 8 | 1 O
dancing in local schools and at parties inZurich | had never before participatedin

salsa congresses. This meant that my status as ansider in salsa in Zurich switched

to the status of an outsider: although| had acquired a certain (embodied) knowledge

and skills in moving in salsa spaces, the congress experience presented a whole new

field for me. Based on the classic argument of anthr®@1T I T CUh OEA OAOQAA
distance may be fruitfully mobilised as a heuristic tool to analyse unknown
phenomena. Indeed, the newness of salsa congresses was helpful in providing me
xEQOE AT 1 00 0E Asknlitar@ousiyAny GobnfeAid@v@nient in salsa as a

regular participant at local salsa events allowed for a specific way of participation.

Negotiating access to salsa congressgsovided a first lesson about the salsa circuit.
Considering ethical standards in qualitative research, particularly the issue of
unintentional covert observation, | usually announced myself to congress organisers

before the event to ask for permission to do research at the festival in question. The
responsesvaried, with some organisers just accepting and others giving inteested

feedback and supporting me by providing me with a room to conduct the interviews.

In the beginning of my research I tried to gain access to such events as a nguaying
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researcher but | received only negative answers. This difficulty in accessing miyeld
was thus my first lesson about theO O O1 AO 1 ABdibidu 19800 thdie are
certain conventions that evernypody has to comply with. Respecting the logic of the
salsa circuit also meant that | had to take the usualapproach of participants, by
paying the entry fee for the weekend or by volunteering for the festival. The latter
was proposed to me by several organisers, whenever | told them that | was a
researcher and wished to do research at their event. | thus tried bothways which
allowed me to gain different experiences related to different degrees of participation

in the salsa circuit.

As a volunteer at one festival, | was responsible for the smooth processingof
workshops in one room, at another | sold entry tickets in the lobby and sold dance
shoes at a festivabtall. At another festival | was invited to write an online review. All
these activities provided me with a sense of the necessary workings and the
organisational aspect of festivalsas well as access to dance professionals anestival
participants who addressed me differently once they perceived me as an insider due
01 1 U-AAG@hEm ) OI 1 E udefulndights durBg guthiday©dedh O A
the following day to keep track of these interactions. However, such work also
necessitated time, which is precious especiallyin such short and intense fields as
weekend-long festivals. Organising interviews was difficult for several reasons and
balancing my researcher rolewith my engagement as a volunteer made it even more
challenging. | thus decided to volunteer at some festivals in order to gain the insider
perspective, and to pay the entry fee as a participant for the otherso that | could
schedule my own time and do interviews whenever a dancer was available.

A second challeng | faced was related to the methodological difficulties presented

by OEA OAl OA Aem tharaxter. DbieJ @<$earch at salsa congresses
presented unforeseen challenges in terms of its intensity and physically demanding
character. While reactions to my research project often generated amused
AT i1 AT 66 AAT 0O EOO OEOT 6 AEAOAAOAOR A OAl OA
OAOAAOAEAOY O2A0AA0AE 11 OEOA AO A AAT AA FEA
AAET ¢ £01 qoh AO inthérAdiadtions @bodt dafice fefivalrdséarch.

Indeed, after the first three-day event during which | had tried to participate in as

77



many dance classes as possible during the days, attend the show block and parties

during the nights, plus interview dancers whenever they were available, | felt
completely overwhelmed and exhausted. In short, | quickly realised that it was

impossible to take on all these roles at the same time and try to observe everything. |

therefore soon started to focus on specific aspcts and processes that were

particularly relevant for my study, which 3D OAAT AU | YyBid £nq OA
I AOA OO BeSide$ thedggneral organisation of the salsa event, its participants and

general logics, | was particularly interested in the ways dane professionals present

themselves and their dancingin front of their students . | therefore chose to focus on

the workshop situations, during which salsa dance instructors teach different levels

and styles of dancing and interact with their students. After having obtained an oral

consent from the workshop instructors, | participated in some of the workshops,

while observing others with my notebook at hand, which allowed me to focus more

on how things were said and demonstrated.

Access to festival particimants proved to be easierto arrange than to dance
professionals and | used any occasion to conduct informal ethnographic interviews

with salsa dancers, while participating in workshops, spending time in the lobby of

the hotels and joining dancers for lunch and dinner breaks. Such discussions

provided me with background information about salsa festivals, the participants and

the ways they perceived their dancing as well as the salsa dance professionals
themselves | also got to know some of my interview paricipants on such occasions.

Throughout the research | tried to announce myself as an academic researcher and

ask dancers for their consentto participate in the project.

| applied similar ethical standards for my research on Facebook. To address the

tricky question of informed consent in online research, | used a special Facebook

AAAT 01 6h AATTAA O*TATTA OAI OAOAOGAAOAESGHh ETA
DOl EAAO AT A ET OAOAOO EdnlineO Racebdok id hé MdsOOGE AA
important medi um to exchange information about festivals, and is also used for

advertising by salsa dance professionals. Using the same tool for my research, | opted

Al O A OIT1 OOAEITOAA AOG AlTOGAITU AO bpi OOGEAI

s N o~ 2 s

technological modaiOEA 06 OEAO ) xAO OOOAUET C ' AOAEA
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dancerssi &AAAATTE AAAT O1 OO0 AT A T1T1ETA AEOAOOOE
wanted to cite a longer statement made on Facebookl contacted the person and

thus gained informed consent toliterally cite the material in this study.

particularly in the anthropology of dance) have led to scholars arguing for a position

I £ OT ACAOOGAT® PRADICEME®HELOGEI QEAT AT OEOI PT 1T CU
OPAOOEAEDAT O 1T AGAOOAOGEITo6 | OAA A1I O 3EETTA
oscillated between the two poles, at moments pointing more towards the

observation and at others more towards the participation, partcularly in moments

of dancing, as | will discuss in the next section. These methodological moves, a
combination of different degrees of participation and observation, allowed me to

have access to different embodied, verbalised and observed experiences and
interactions (such as doing gender and ethnicity), and to gain a broader perspective

of the ways salsa dance is commercialised and taught in # transnational salsa

circuit.

2.2.2 Embodied research
0AOAIT 1 Al ET ¢ OE Arowiny Armhek & Edibfrs i@ @adde GAppril2005;
Crosby 1997;Ness 1992; Sklar 2001), martial arts (Robitaille 2013) and sports

s o~ o~ o~ oA

i 7TAANOAT O a1 1 nq EAOA AOCOAA A1 O A OAET 601 AO.

OEA OAOGAAOAE DPOI AAOO8 4EEO Olbb@blEnOel T 1 £
research process igliscussed in the literature asOA AT AA A OECrdslyQFOBE UGS
Sklar 2000 OAAOT A1 OT AET 11T Cu®dAji ARARBAT AO&iTI 1 CQADE L

2011). These approaches waconsiderably in their focus, ranging from the study of

the senses tothe experiences of movement as part of a wider cultural context.
Phenomenology-inspired approaches are interested in studying sensation itself (see

eg Ness 1992; Novack 1990). Sklar (2000dr example, writes: O7 EE1 A EO EAO /

N s s s oA s e oA N s o~ A o~ s o~ N

I Al DOAAOEAA Oi AOAOA OEA OAOGAAOAE,

OOOAEAAOEOAS AT AEI U AT CACAI ATO EO OAAEO EI

AT 1T OEAOG6O OT i1 AGEA ETT xi AACA8 4EAOA EO 11T 160
of movement A@DAOEAT AA OEAT OEOI OCE OEA OAOAAOAEA
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Other dance ethnographers propose a research methodology that uses the
OAOAAOAEAOB8O OAIl Aab AEdyAresdarch tedl, dwArding 6it equal

standing with theoretical knowledge (Crosby 1997: B). Crosby (1997)states that a

001 ENOA AOQOET T COAPEEA O1TEAAG AAI OAOEOA EOI
meaning-I A E E (6©).6Similarly, the sociology of the body a la Wacquant (2015)

OAT AAOEOA AOET T COAPEUG6Rh 7AANOAT O jail Yiq OOA
as an intelligent instrument of practical knowledge production speeds up the

acquisition of basic social competencyz the operant capacity to feel, think, and act

like a WhateveO Al T 1 C OEA 7 RVAI® Adnd @ahde ethroogiadhers,
phenomenology-ET OPEOAA ADPPOI AAEAO AT A OEA AEOAA
convinced of the neAAOOEOU 1T £ OAOAAOAEAOOS Al AT AEAA
meaningful ethnography of the bodily practice in question, this approach has also

AAAT NOAOOGEIT T AA AO OAOOI OET ¢ OET Ol 1EIEO
becoming selfET AOI CAT O& 030 3dA.EThefefor®, indthis study, | used a
combination of an embodied research strategy with  participant
observation/observant participation and semistructured interviews, which proved

particularly fruitful, as a single focus on either the dancing or the interviews would

not have allowed me to generate the insights required for this research. Hutchinson
jalilyq | AEAO A OEIEIAO PITET Oh AOCOET C OEAO
often throws the objective observaion of the ethnographer into question, though

taking the two views together is necessary for understanding dance as both a visual

AoOO AT A A Al Oobpi OAAT OA1T OAOEIT T 46 j£¢Bi Qs

Taking part in dancing activities (mainly workshops and parties) and acquiring a

certain skill level in different salsa dance styleswas a helpful research strategy in

several ways® First, it allowed me to understand the effects of different pedagogical

techniques and toA @D AOEAT AA OET x E Qrinolhériv@ds, tdddarn A AT AA
OA AAT AAOBO xAU 1 A& IbhdrdigEdsspa of pathdd etthdgeaphy,y v a 4 8

36| had taken several salsa classes and acquired an intertaeldizel of salsa dancing (as a
follower) before | started the research for this project. | was therefore able to participate in most
of the workshops in the role of the follower.
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Croshby (1997)reports how she developed shared meanings with her fellow dancers

through her own bodily movements. Similar to the processof apprenticeship Crosbhy
describes,| developed a sense ofvhat many dancers had told me: that @nnection

between dance partners andimprovisation were key aspects of competence in

(social) salsadancing. As | developedan understanding of these concepts through

my own moving body, it contrasted clearly with some theoretical arguments

particularly in terms of the gendered roles. For someof my research questions, |

therefore used my ownembodied experiences as a critical departurgoint for further

exploration with other dancers during the interviews (for a similar strategy, see

Tornqvist 2013: 248; see also McClure 2015). My personal experience thus necessarily
informed my understanding of the salsa circuit, but this specific and highly

subjective experience was not the focus of this study.lnstead, my embodied
experiences and emotional engagement were mobilised as a mode of inquiry, which

helped me to gain new insights and develop my theoretical reflection.

A second and related advantage ofleveloping and using dance skills myself became
particularly clear at specific interview moments, in which my interviewees got up

and started dancing to illustrate a point they were making, for example in explaining

the difference of salsa styles. Wulff (2013) accounts for the same expamnie in her

study with ballet dancers, and explainss. OAAT AAOO AOA OOAET AA OI
AT AEAGe jYboqs 4EIT OCE ) EAA O AZET A OOOAOQA
spoken (and later transcribed) words during the interview, my own involvement in

dancing meant that | could understand what dancers were referring to. Furthermore,

AAT AROO OAAT CT EOGAA xEAO 701 £& j a1 Yéeq AAOAOE
(174). The salsa dancers knew that | was dancing myself and thus built on this
common understanding of embodied knowledge.

A third advantage of my dancing was that | could useit as a methodological tool: it

proved a successful strategy in approaching interview participants, particularly

festival participants at eventsbut also salsa holiday rticipants and teachers during

my two stays in Havana.In this way, the shared dancing experience not only offered

a convenient and conventional mode of getting in contact with research participants,

but OEA AAT AET Ch A & Oi 1 £ OQddishahdikadmpanfpasi 1 AAT O
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2017: 11yas also helpful in building rapport and creating a sense of connection. As
BEETTAO jaiYiq AOCOAO EIT A 1T AOGETATIIT CEAAI
ET OAOOEAxo6d O" AAAOOA xA EAA AAT AbAphorOEAOA
assumptionzAAOx AAT OO0 OEAO xA ET Ax AAAE | OEAO6 j
roles proved to be a limitation to this approach, as | almost exclusively danced with

male dancers during salsa workshops and partiedMy skills in leading were too basic

to invite other (female or male) followers to dance with me (see more on the
gendering of leader and follower roles in Chapter5). Despite this limitation,
participating in workshops and at parties as a salsa danceenabled me to meet and

discuss with female dancers between two dances. | found it deneficial approach to

participate in workshops to get a sense of the classes in the role of a female follower,

to then reflect on this particular role and later to discuss aspects of this experience in

the interviews.

2.2.3 Reflexivity and the politics of location

10O AT OEOI Pi 1T CEAAT AAAAOAO 11 OEA OAOAAOAE
highlighted, doing participant and embodied research demands enforced reflexivity.

As the researcher is inevitablypart of what is being studied, she is involved in the

PDOT AGAOGEIT T 1T A& ET1 x1 AACA8 4 EtheredAirdidedcesAhte AOS O O
access to specific insightsut less to others.

Therefore, the last point | wish to discuss here is what feminist adwist Rich (1986)

termed OEA OPI 1 EOEAO 1T £ 11T AAOEI 168 %@bl AET ET C
studies and beyond, Davis (201&] OAi AOEOd O%OAOUITTA EO 11 AAC
locations invariably shape not only how we view the world, but how the world views

0066 jonygqs )T A OAOAAOAE AT AT O1 OAO AAOxAA
participants, both parts are located socially. The literature suggests discussions of
asymmetries in research encounters along the lines of gender, class, ethnicity or

race, as well as nationality, sexuality, age, ability or religion.Accordingly, in feminist

studies, the power relations are usually seen to be asymmetrical in favour of the

researcher. However, as Ryen (2004) notes, in some interview settings, it can blee

inverssh ET EAO AAOA xEAT AT ET ¢ OAI EOA ET OAOOEA
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(233). Doing research in the salsa circuit required the navigation and
acknowledgement of a complex set of locations: in addition to the positioning
asymmetries there is a specific status hierarchy inside the salsa circuit that proved
influential in the ways | was perceived by my interviewees

Evidently, my encounters with salsa dancers were shaped not only by my gender and
ethnicity but also by my different roles inside the salsa circuit, oscillating between
salsa studentdancer, event volunteer, and observerinterviewer. Dancers reacted
differently when they perceived me as a (female) salsa studeng member of an event
organisation or a researcher. These different roles &o provided me access to
different groups of actors. This became particularly clear to me when an event
organiser reacted in very different wayswhen he saw me in a workshop atone event
and then saw me standing behind the organsation desk of another event, when he
suddenly showed more interest in me. The prevalent distinction between salsaartist
and salsastudent also influenced the ways Icould (or could not) access salsa dance
professionalswho are often endowed with high symbolic capital and preseted as
stars. In the context of a salsa congress, this meant that in interview situations, these
individuals perceived me as one of their students, a status position endowed with
low symbolic value, reminiscent | £ 2UAT 86O | al 1 f €[ Dedlikd D A
the status hierarchies inside the salsa circuit, and negotiating access to (the
experiences of) seMproclaimed stars therefore proved more complex and less
straightforward than | had imagined before starting the interviews. | first needed to
establish rapport with interviewees.

Acknowledging my location also entailed critically reflecting on the ways my own
(privileged) position influenced the research project as a whole and the relationkips

| built during the study. As Davis (201&) states, it isimportant to acknowledge how
OEAAT OEEEAAQETI T O AT A AZEEZEI EAGEIT O ATIT A
As a white Swiss national working at auniversity | had access to travel in ways some

of my research participants nevercould. The Swisspassport allows for visafree

37Dancers thugpresented themselvesnd their stories inthe ways they woulduse fora salsa
student. For example, one dancer started to teach me ablathistory ofsalsaandanother gave
me an account of his biograplwsingexactly the sme words written on his persal website (the
ALISOATAO ay [(Livphirdt 20859f afidtsasiurthelzdiscussed igection 2.3.3).
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travelling to almost any country and although | was not a grantsupported PhD

student, | was able to obtain funding for parts of the travel costs3® and was able to

cover the remaining research costs thanks to the salary of myart-time job as a

teaching assistant at theuniversity.

As a young, blond, female European | was approached in specific ways in the salsa

circuit, which granted access tocertain insights (such as the follower role in

dancing) and limited accessto others. This was the case particularly during the

research in Cuba. Due to ethical reasons otaking an equal approach to all my

research participants | had decided to access the Cuban salsa schools in the same

way as most of the European salsa events: in therole of a paying studentand-

researcher. This role allowedme to access a specific group of actors, mainly other

European salsa tourists and | thus gained insights into the salsa tourist experience,

as | was perceived and approached as one of the afflugntemale European (salsa)

tourists in Havana (for a similar point see also Tdorngvist 2013: 250). For example, |

was approached several times on the street and invited to take salsa lessonsalko
AEOAOOOAA OEAAIOAABOA AATOO AGEM withAduristOwA U AT CA
other salsa tourists. These experiences allowed for insights | would not have made

without my embodied engagement in salsa during the research.In contrast, the

experiences of dance professionals in Cuba were harder to access, not grue to my

limited knowledge of Spanish, but also due to our unequal access to mobility and

AATTTT EA AAPEOAI h xEEAE AODOERDOOAA ARE @OMOS
OAT AT 1 PAOOGET ¢ AT A OAOCEI EAT O EAAT OEEZEAAOQEI I
23) informed the kind of access | had to Cuban dancers. On my second research stay

) OEAOAAZEI OA AEI OA Al 1 OBEeh-Oay rgntidednbigiayfgropU O &I 1
during which | was able to build up rapport with a small number of dance teachersz

through my embodied patrticipation in the group z and in a second step ask for an

interview, a strategy that was more adapted to the nature of the field in Havana.

38 Thanks to several research grants (from the Office of Equal Opportunitharidonation Funds

of the Swiss National Science Foundationhat University of Neuchatel, as well as the Graduate
School Gender Studies at the University of Bern), | was able to cover some of the travel and
accommodation costs.
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1O OEEO AEOAOOOEIT EI 1 OOOOAOAORh OEA OAOGAAO!/
locations shape the encounters during the research and the project as a whole. My

fieldwork notes therefore contain observations of and emotional responses to

specific encounters during the research process, which | incorporated in the analysis

by treating them as daa for my research. In this way, | included a reflexive stance

about my position during the research processthe analysis and in the writing of this

text.

2.3 Conducting qualitative interviews

This study builds on observation notes as well as differenttypes of interviews,

ranging from the already mentioned open ethnographic interviews to semi
OOOOAOOOAARATGEONAAT Al OAOOEAXx OO ET OPEOAA AU
Ol AAOOOAT A AAT AAOOGG 1T x1 OEAxDPIET OO 11 OEAEOQ
to improve their situation and the ways actors in the salsa circuit make sensef and

give meaning to their doings, | conducted qualitative, semistructured interviews.

While Parts| and Il of this thesis are based on the observational notes and interview

material, Partil TT OAl OA AAT AA DPOT £ZAOOET 1T A1 06 AAOA
transcribed interview material.

This section presents a discussion of the interview guides (2.3.1), the sampling

strategy and asummary of the interview participants (2.3.2) as well as a discussion of

the challenges faced and ethical questions raised in the interviews with salsa dancers
(2.3.3).

2.3.1 Semistructured, problemcentred interviews

Before | met the research participants, | pepared an interview guide for semt
structured, problem-centred interviews (Witzel 2000), an interview type featuring an
open question in the beginning with ad-hoc questions to elaborate on mentioned
topics followed by a set of pre-established, more speciic questions focusing on a
topic. This interview type was best suited to my field with its time restrictions, as it

allowed me to combine a less structured part, in which interviewees could develop
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OEAEO OOAI OA  AE ifointiAtedE quéstions xréggdding thel Aown
perspectives on certain aspects of salsa.

| developed two different interview guides (see Appendix ), one for what | came to

OAOiI OOAI OA AAT AA bpOIT ZAOOEI T Al 06 h ,mdAOOET ¢
another for salsa event particD AT 00 j OOEA OOOAAT 606oqgqh A& AOOE
in salsa and questions of gender and ethnicity, with some overlapping parts and

additional questions for event organisers.| adapted the interview questions to the

interviewee and circumstances of the nterview, including for example observations |

had made during an earlier workshop with that individual. | used the guide during

the interviews as a reminder of important topics and the themes | wished to cover,

xEAO 7EOQOUAIT jailil1q AAiIwi® aldwingdied AdgicsahddT A  AEE |
guestions to emerge. After every interview | wrote a postscript, including new

insights that occurred during the interview and observations regardng the interview

situation. These postscripts were later used as memos and tis formed part of the

analysis.

| usually conducted one formal interview with every dancer, which allowed me to

include a variety of trajectories, career paths and perspectives. In three cases | was

able to meet salsa dance professionals twice, whiclet us continue the interview

after an interruption and discuss some points further. On two occasions dance
professionals insisted on doing the interview as a couple | thus conducted the

interview with two participants, following the same guide as the one for individual

interviews. The setting of a couple interview had the disadvantage of time pressure
furthermore, some questions remained unaddressed, as théd A1 A BadrieOwas

present. However, as Bjornholt and Farstad (2012) argue, doing joint couple
interviews also has advantagedn both cases,the dancers were partners in life and

dance,so it allowed me to observe the interactions between interviewees, which was

insightful in terms of gendered roles in a dance couple (for example it made me

realise the extent to which female dancers were responsible for the marketing, while

male dancers were responsible for the teaching). The interview length variedrom 50

minutes up to two hours, but for reasons related to the availability of dance
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professionals, the nterviews with this first group of actors were usually shorter than
the ones with salsa students.

Most of the interviews at salsa congresses were conducted in English. Interviews
outside the festival context and informal interviews during the events were @so
conducted in (Swiss) German, French and lItalian, as those were the languages |
spoke at the beginning of the project. While having only basic knowledge of Spanish
at the beginning of the project, | studied Spanish during this research and felt
confident enough to conduct some of the interviews in Cuba in Spanish.
Nevertheless | realised mylinguistic limits , particularly during observations in

Havana, when dancers weranaking jokes.

2.3.2 Sampling and interview participants

Implementing the theoretical reflections presented in Chapter 1, | chosethe research
participants for this study based on an entrythrough salsa events. Through this
sampling strategy | was able to include a range of situations and diverse people in
terms of origin, ethnicity and dance style and thusA OT EA OCOi OPEODHG
interpretations. However, | did not aim to generate a representative sample. Instead,
the interview participants for this study were selected stepby-step, drawing on a
theoretical sampling approach (Glaser and Strauss 1967). Following this approach,

cases are chosen based on their relevance rather than their representativeness (Flick

j " OC

al Ynd YaéQqs8 O4EAT OAOEAAT OAIPIEIGC EO OEA b

theory whereby the analyst jointly collects, codes, and analyzes his data and decides

what data to collect next and where to find them, in order to develop his theory as it

Al AOCAOG8 4EEO DOI AAGO 1T A&# AAOGA AT 11 AAQGEIT E
(Glaser and Strauss 1967: 35 thus OAT AAOAA OA OA AacxéréingABIOEAEDAT
i AGDAAOAAQ 1 AOGAT T &£ 1TAx ET OECEOO iy OEA A/

the process of collecting and interpreting the material. Inspired by a grounded
theory approach, the researchprocess was informed by a backand-forth movement
between data analysis and sample development. Cases were selected considering the
criteria of maximal variation in the sample (Becker 1998), in terms of different

positions in the salsa circuit, including salsa dance professionals at different levels of
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their career, dance students and, to a lesseextent, event organisers. Furthermore,
based on the theoretical assumptions discussed irChapter 1, cases were varied in
regard to gender and nationality/origin country. As with all qualitative research
projects, practical issues and the criterion of convenience also played into the
sampling strategy: for example, | did the first round of interviews with three dancers
| had already met before starting this study, mobili sing previously existing contacts
thanks to my own preliminary involvement in salsa.

In later phases of the project the choices were more theoretically informed, as | tried
to maximise the variation and also to include individuals that were usually presented

~ Az s ~ 2 x ~N ~ s oA

AO AAET Cc 1T OOOEAA OEA OAlI OA AEOAOGEOd OEA OAIl

OOOAEAO 11 1 ECOAOEIT TO OAOETEA CcOT OBOO6 AO .
AAT T AA OOCOAAOI OOOAGoHh AO 3AEOI UA jpaskdYi q EA
OOOAT O1T AGETT AT AT 11 O01TEOUS T &£ OAI OA AAT AAOO

bears the risk of a reification of group boundaries and homogenrsation of the group.

| tried to counter this risk by including dancers based in Cuba, who had fewer

possibilities to participate in the salsa circuit. As already discussed, the languages |

speak also influenced the sampling, as | decided to conduct all the interviews myself,

and thus focused on dancers speaking English, German, French, Italian or Spanish

Therefore, Englishh and Germanspeaking dancers are overrepresented among the
interviewees.

With a sampling strategy including such diverse cases and axes of differentiation and

a field as open as the salsa circuit, there exists a latent danger of disgson in too

many different directions, a phenomenon researcherf intersectionality (Villa 2010)

AT A OOOPAOAEOAOOGEOUGSG j - AEOOT AO al Yiq EAOA Al
difficulty of deciding when to stop doing interviews. Glaser and Straus (1967: 61)
OO0CCAOO OEA AOEOAOQEIT 1T &£ OOEAT OAOGEAAI OAOGOGO
AOOOEAO AAOGAO8 ' O &I EAE jaiyYynq OO0 T AOEOAOYd
is finished when the @heoretical saturationBof a category of group d cases has been
OAAAEAA jE8A8h 11 OEETC TAx AiI AOCAO AT U 11 0O/
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helpful in regard to some of the analysed aspects of the field, it was less applicable to
others.®®

A total of 36 interviews were recorded, transcribed ad analysed. Table 2specifies
OEA ET OAOOEAxAA s iAshié hd €aB3d cirddit, WEI® Ehk Ttable in
Appendix Il provides more information about the interviewed dancers as well as the

ET OAOOEA x OE $a@el ciniryl ofjpirty eéirddo@§y location at the time

of the interview, as well asthe language of the interview.

Table2L Y G SNIBAS S LI NGAOALI yiaQ LRAAGAZY Ay (K

Salsa Holiday or festival
professional participant Organiser
Female 12 5 2
Male 11 5 1
Total 23 10 3

The salsa dance professionals include fultime dancers and instructors at different
stages of their career, with a range of educational backgrounds (some with a
professional dance education, others without) and based in Europe and/or Cha.
Additionally , some of them teach in their own salsa schools and are thus also studio
owners, while others are freelancers. The festival and holiday attendees were
experienced salsa dancers, some ofthom teach and perform salsa occasionally.
Dancers rarged in age from their twenties to their mid-£E £AFOEA 08 4EA ET OA
origin countries included countries in Europe, the Caribbean, North America and
Asia. The interviews were transcribed in their original language, and | translated the
guotations after | had chosen them for further exploration in the text. All names are
pseudonyms and throughout the analysis | have changed personal details as well as

places and countries to preserveanonymity.

39] thus followed Becker whduilding on Garfinkel (19¢7argues thatsocial science jsfter all,
a Practical activityQwhich is to say, among other things, that the work has to get finished
a2YSUAYSeE O0. SOIUSNI mppyyY Tpo®
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2.3.3 Challenges and ethics in interviewing salsa dancers

Gaining access to and organising interviews with salsa dance students was rendered
easy through their willingness to talk in length about salsa dancing, a thing they love
to do. Davis (201%&: 53) has noted the same for her study with tangodancers
Preliminary discussions with an event organiser, on the other hand, made me again
realise the importance of a certain exchange logic for some actors in the salsa circuit:
he wanted to exchange an interview for information | (supposedly) had about
preferred dance stybs among salsa students. As | wasinable to give him the
requested statistical data, he declined an interview. To avoid further
(mis)understandings of my research project, | tried to reframe the way | approached
potential interview partners, which proved successful. However, accessingravelling
artists and particularly interviewing them for more than an hour proved more
challenging; a fact related not least to the status asymmetries described above.
Additionally, during the events, salsa dance professionals were often in a hurry, had
to teach a workshop, give a private lesson or rehearse for a performanceand
sometimes found it difficult to make time for an interview. | thus changed strategies:
doing the interviews on the last day of the event orin the evening, after the teaching
was over, proved helpful. | also met some of my interview participants outside of the
festival context, when practical considerations allowed, for example in a dance
studio or café in Swiss cities or during a longer stay in London. mally, | had to
accept the limited time dancers were ready to offer me and decided to include
interviews in my analysis that are sometimes shorter and lacking some
information. 4°

Dance professionals areaccustomed to being filmed or interviewed for various
reasons during a festival Interviews present an opportunity for dance professionals
to narrate their own successful story ad reaffirm their acknowledged position in the

salsa circuit through a performance of a public persona. Particularly in the beginning

40Due to the timeconstraints in the interviews with salsa dance professionals, | decided against a
systemaic investgation of egecentric networks. This interview type would have allowed for a
closer exploration of the ways dance professionals build social networks and ssabsources
through their relationkips withothers. Instead of the timeonsuming tool of a rtevork interview

guide with a name generator and a name interprefgee Dahinden 2005) opted for an inclusion

2F 42YS ljdSadA2ya | omhozbniouR acyord BB the sald titculit.A 2 v 4 K A LA
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of my research project, | felt that dance professionals were telling me &ailored

version of their successful career, intuding very positive accounts of their mobile

lifestyles, for example. Although | emphasised that | was also interested in the

hardship the constant travelling could represent, dancers rarely mentioned
AEZAZEAOI OEAO AT A ET OOAAIAA EIAB®U 0 ADAB ADKED O ADIEAI

&1 11T xET¢C A OEIEIAO 1T AOAOOGAGEITh , EPPEAOAOD
EAAEODOOS 1T &£# OEA EECEI U 11T AETA AOOEOOO OEA E
fields in which mobility is highly valued and relatAA O AOOEOO0O08 OOAO(
OPAAEAEAEA xAUO O OPAAE AAI 66 OEEO 11 AEI EOU

narrations in interviews serve their selfpresentation as public persona, theyspoke in
the same waysin the researchinterview, and only after several slightly frustrating
interview experiences did | realise that my questions remained unanswered due to
OEA OADPOAOGAT OAOGETT 1 &£ I TAEITEOU AO i AAOOOET ¢
the specific group of people | interviewed. Furthermore, as atists have to maintain
their public image, they sometimes fear that the interview could lead to personal
details being spread to a wider publicz what Lipphardt (2015: 66) describes as the
dilemma of public image.

| thus had to find ways to circumvent this dilemma and engage dancers in telling me
less standardised versions of their careers. Clarifying from the very beginning which
type of interview | was doing was helpful, specifying not only the duration but also
the wider context of the study as an academic research project. | thus insisted on its
difference from other types of interviews.

Wulff (2013) had to deal with a similar difficulty in her study on famous writers and

~ oz x e =

she used a similar strategy to interviewwriters who wereOT 1 COAOA68 | O OERA
OEA EAO OO1 1 AEA OEAI O1 AAOOGOAT A OEAO ) xEI
sensitive personal or professional circumstances such as declines in careers or failing

to win prizes after having been shortl EOOAAG6 | 701 £& al Yéd YOPBQs
guaranteed the anonymity of every research participant, including pseudonyms and

the change of personal details, which could lead to an identification of the respective

dancer. After these alditions, the interviews became more focused on the personal
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stories than the public persona, and most of the salsa dance professionals | asked

agreed to give me an interview on these terms.

Finalyh ET OAOOEAxO AOA ET OAOAAOQOETT Al AloAT O OAC
interaction and relation, and the result is as much a product of this social dynamic as

EO EO OEA pPOT AOAO 1T £ AAAOO&ORey 2085 699)1TBEO AT A
OO0AOCDI 666 1T £ E1I OAOOEAx OEOOAOCEI T Oh tidl AT U O
AT 1T OOOOAOAAR OEOO OAiI AOGAd &EO1Ti1 A1l ET OAOAAO
participant. Hence, the researcher is part of the production of knowledge, which is

always situated. During the interviews and also the data analysis | tried to take into

account the specific situation of the interview, for example under time-pressure at

an event, and the way | was perceived by others, including the politis of location

discussed above.

2.4 Analysing data

The field notes together with the transcribed interviews formed the basis of the data

for this study. These data were produced and constructed by the researcher in the

field, as described by Charmaz (2006: 10) To organise, analyse and interpret this

material, | chose an approach inspired by grounded tleory analysis (Charmaz 2001,

2006; Glaser and Strauss 1967 a8 OOEAI AOEA A)), Adehdedwith &1 EAE ¢
theoretically driven reading of the emerging codes. | thus combined a first, data

driven inductive analysis with a second, more deductive approah to my empirical

data (see Bilge(2009) and Moret (20153 £ O A OEI El AO AEOKOOOET T |
ApbpOT AAE6 OF AAOA AT AT UOEOQ8 4EEO OAAOQEITTI
analysis (2.4.1) explicating the multiple steps | took to arrive at the written

presentation of my interpretations (2.4.2).

2.4.1 Codes and categories

To analyse the data, an inductive approach was used in a first step, inspired by

coil 01 AAA OEAT OU 1 AOGET AG8 ) xAlT OAA O1 O1 AAOO!
andOEOO 1 AO AAOACI OEAO OAI AOCAo6 A&O07 i-and-U AAOA
forth movement between fieldwork and analysis) xAO AT CACAA ET OI1 Al 1
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a first analytical step throughout the research project. Memos are used to join data

such as illustrative interview excerpts with first interpretations and provide the

foundation for the written study (Charmaz 2001: 687). These early interpretations

were also the basis on which | decided what to include next in my study, as

discussed above.

Once the fieldwork was finished, | started to organise and group the complete data

with the help of codes, using the computer software MaxQda. Here coding is

001 AAOOGOITA AO OAPOAOGAT GET ¢ OEA 1T PAOAOGEITC
conceptualised, and put back to g EAO ET T Ax xAUO6 | &I EAE al Y
i £ &1 PAT AT AET Co | 3 OWhAtdHadmazA(Roke) GA @IAG T O HiyE G E
AT AET coq ) OOAA OET OEOT Al AAOGO6 OAEAT £mEOII
one of my first interviews, the intervE Ax AA  ObPT EA AAT OO EAO OBPAOC
OEEO AAAAI A OEA AT AA &£ O A1l AAT AAOO ODPAAEEI]
AOOAAEI AT O OF OEAEO AAT AET C POAAOEAA8 ) A1 O
3) to summarise the primary topicofaneA AOBDOh OOAE AO O1I AAOT ET C
the code for all passages in which someone talked about their learning experiences.

Though this first coding step was mainly done using an inductive logic to let codes

OAi AOCAoh EO EO EIi DI ®@OQAIT @O OAT AIARBE G oAl £ 1T QY
OEAT OEAO OEAO OOOOAOOOAA OEA OOOAU E OEA &
OAT 1T OOOOAOAA AT AAOGO j &l EAE alYnd Al 6Qqh xEEA
the theoretical and analytical interests of this study, and thus encompassedpre-

existing theories; neverthelessthese codes were used to qudly processes that were

emerging from the data. As an exampleof this last type of code, | coded all

quotaion®0 OAIl EET ¢ AAT OO0 OEA xAUO AAT AAOO AAAAI A
AOGA O OAlI OA xEOE OEA AT AA OAT 1 OAOéEI T 0OOI
(2013 (seeChapter 3).

In a second coding phase, | grouped several codes together to form more abstract

OAT AET ¢ ZEATEITEAOGOe |j'1 AOAO YyapBpQ T O OAAOACI

similarly coded data into categories because they shared some checteristics. For
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AoAi p1 Ah OEA AAOACT OU comprb&lAll AIADT @ OAGORA @A A
OA1l OAoh OOAAAEET co AT A OOAI OA AAT AA 1 OECET O
the structure and construct the argument of this study. In this process, Irelied not

only on the coding software but also used largesheets ofpaper, coloured pensand

sticky notes to draw mind maps,**and to arrange and rearrange the categories and

their codes.

2.4.2 Writing and interpreting data
