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This volume’s history extends back to a one-day conference held at 
Durham University, UK, in January 2017 with the title ‘Geography, 
Music, Space’. Co-organized by Samuel Horlor (Music), with Alice 
Cree and Sarah M. Hughes (both Geography), the event’s call for 
contributions attracted a small deluge of responses from scholars 
across the globe working in disciplines well beyond our own areas 
of experience. We soon realized that the intersection of music and 
space was a topic of far wider and deeper interest than we had 
originally imagined.
 The event saw rich dialogue between scholars of music, 
geography, and various other disciplines, prompting the Journal 
of Music, Health, and Wellbeing (JMHW) (previously Musicology 
Research) to collate two issues of articles under the original 
conference title. These issues, which remain openly accessible, are 
the foundations for the chapters in this volume, precursors to many 
of the interweaving narratives on geography, music, and space found 
within the book. The revised and updated studies presented here 
deepen engagements with musical spaces, particularly as connected 
with issues of place, performance, and power.
 Enormous thanks are due to Alice and Sarah for their inspiration 
and energy in creating and realizing the original event and to the 
Institute of Musical Research and Durham University for funding it. 
We also owe much gratitude to the contributing authors of JMHW for 
their original manuscripts and to those who developed their work 
further for this book. Many thanks also go to the visual artist Polly 
Barnes for her cartographic line artwork upon which the book’s 
cover is based. She explains:

The cover art for this volume evolved as part of an exploration of my 
social landscape and sense of self in relation to others. The locus of each 
contour and branch represents a creative, professional, or educational 
setting through which I have developed connections and relationships 
with others throughout my life.

Preface
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 We would like to extend special recognition to the team at Jenny 
Stanford Publishing, and especially to Jenny Rompas and Shivani 
Sharma, for the expertise and unfailing patience in guiding this 
project to publication.

James Williams
Samuel Horlor

Summer 2021
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Introduction

The phrase ‘musical spaces’ encapsulates the two primary levels 
of interest shared by this volume’s chapters as they examine 
geographical factors in musical practices and ideas. On the one level 
are the place-based identities that are meaningful in musical activity, 
those involving terrains and imaginaries from neighbourhoods to 
nations and expanding to the various kinds of translocality of the 
modern  world.  The  often  in-flux  and  contested  natures  of  these 
identities make power relationships a key ingredient of meanings 
afforded at this scale of musical spaces. On the other level are 
musical environments in a microscopic sense — the stages, rooms, 
and outdoor venues where interactions of physical bodies and 
material contribute to the activity and representation of music. 
How people experience sites for music-making is part of the 
individual meanings they make, and their positioning and mobility 
in the immediate physical situation can afford different qualities of 
collective engagement.
  Significantly,  these  two  levels  intersect;  relationships  forged  in 
intimate musical environments feed and are fed by how people make 
sense of the broader territories of their lives. As Thomas Solomon 
puts it, ‘musical performance is a social practice for place-making’ 
(2000: 258). Imagining a local punk scene as an example, an ethos 
of belligerent political resistance might develop not only from its 
participants’ frustrations about life in their town in general, but also 
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from the energy of people sharing proximity and negotiating tight 
physical situations together at gigs (see, for instance, Tatro, 2014). 
With research from contemporary and historical musical contexts 
around the globe, this volume considers musical spaces with a close 
eye on place-based identities and power relations, intimate-scale 
performance practices, and intersections between these two levels.

Place

If the idea of musical spaces is to encompass place-based identities, it 
is important to clarify theoretical nuances that the terms ‘place’ and 
‘space’ conjure, and how the ideas may overlap and diverge. Whiteley, 
Bennett, and Hawkins’ edited volume Music, Space and Place (2005) 
is just one example of the notions being paired prominently in the 
framing of music scholarship on the topic, and the relationship 
between the two notions is debated extensively across cultural 
disciplines. Anthropologist Eric Hirsch summarizes a widespread 
idea  that  place  is  about  ‘a  specific  (subject)  vantage  point’,  while 
space has been ‘divorced as much as possible from a subject-
position’ (1995: 8). In clear contrast, the ethnomusicologist Louise 
Wrazen describes place as ‘fundamentally concrete’, while space 
is ‘socially constructed in practice’ (2007: 186). Other approaches 
question the foundations of these distinctions, suggesting instead 
that the two ideas ‘require each other for definition’ (Tuan, 1977: 6). 
Indeed, there is something compelling about a sceptical conclusion 
advanced by the cultural scholar Paul Kendall: their meanings have 
‘converged in a way that it has become doubtful whether these terms 
can still be coherently used alongside each other’ (2019: 33). Kendall 
justifies  this  stance  with  reference  to  Henri  Lefebvre’s  ([1974] 
1991) division of ‘social space’ into three elements whose scope may 
be broad enough to cover, among other things, the idea of ‘place’: 
perceived space, people’s sensory perception of their environment, 
conceived space, the representation of the environment such as on 
maps, and lived space, the symbolic associations that make spaces 
meaningful in everyday life (Kendall, 2019: 31–32).
 But the notion of place is not entirely redundant, not least 
because it is useful in distinguishing between social spaces on 
different scales. On one scale, countries, regions, cities, and tokens of 
similar geographical categories have enduring identities, existing as 
ideas on maps, as pertinent to people’s sense of self and others, and 
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as reference points in experience. The boundaries and characteristic 
qualities of a city as a space, however, might not primarily be 
perceived through the senses but may instead emerge predominantly 
in the conceived realm of mapped boundaries. In, for instance, the 
Pearl River Delta conurbation in southern China, precisely where the 
city of Guangzhou gives way to its adjoining neighbour city Foshan 
is  less up for negotiation in everyday perception than it  is  fixed in 
formal representations and in the imaginations of people for whom 
the distinction matters. And indeed these cities may very well matter 
as discrete musical spaces; Foshan, for example, has claims to a key 
role in the origins of the region’s famous dramatic genre, Cantonese 
opera, and this colours contemporary practice (Ng, 2015: 17–18), 
while the legacy of a distinct set of claims on the genre’s subsequent 
development is at play next door in Guangzhou (Yung, 1989: 9).
 On a more intimate scale, on the other hand, when people 
produce a social space through temporarily establishing sets of 
understandings and behavioural expectations applicable to a strip 
of activity, the boundaries within which these expectations prevail 
are often set with more emphasis on shared perceptions of the 
situation’s materiality. The auditorium within a larger concert hall 
building, for example, takes on heightened qualities as a musical 
space when audience members enter its confines from outer rooms 
ahead of a concert, and musicians getting ready to play cues its doors 
being sealed. It seems important, then, to acknowledge disparities 
in how  spaces  are  constructed  at  different  scales;  the  production 
of the city and the concert hall each emphasizes different modes of 
spatial experience, and ‘place’ remains particularly useful for talking 
about the larger scale — the city of Guangzhou, for instance. Andrew 
Eisenberg suggests that ‘place might be described as another 
modality of space’ (2015: 198), and this model helps appreciate the 
conceptual nesting of ‘place’ within ‘musical spaces’ in chapters of 
the present volume.
 One way of approaching a place as a kind of musical space is to 
consider how it is represented in musical texts, and what this reveals 
and fosters about how people think of the wider environments of 
their lives (Guy, 2009), or how people ‘constitute their landscapes 
and take themselves to be connected to them’ (Basso, cited in 
Wrazen, 2007: 185–186). The representation of landscape in musical 
texts and surrounding rhetoric has quite often been a theme of work 
on Western  classical music  from both  geographers  (Knight,  2006; 
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Revill, 2012) and historical musicologists  (Grimley, 2006a, 2006b; 
Hicks, Uy, and Venter, 2006). But another avenue, one concerned 
more directly with musical activity as well as with texts, is to examine 
soundscapes of localness, how places are lived and made meaningful 
through the characteristic sounds (whether considered ‘musical’ or 
not) that are experienced walking their streets or country tracks, 
and the emphasis here has tended to fall more on popular musics 
(Brandellero and Pfeffer, 2015; Cohen, 1991, 2007; Hudson, 2006). I 
return to the connections between these ideas and the intimate scale 
of musical spaces when I talk below about ‘performance’. But first it is 
important to widen the lens by considering the power relationships 
that are inextricable from musical processes of place-making — the 
histories of encounter between groups of people, the contestations, 
and the asymmetries that entwine music and place.

Power

In the substantial body of work on music emerging from the 
discipline of geography in the last two or three decades, a key 
reference point has been non-representational theory (Thrift, 
2008). The overarching idea is to promote a focus upon process over 
product and upon how non-human material things are implicated 
in the forms and effects of musical practice. Arun Saldanha sums up 
the theory:

… a catch-all term for a heterodox range of approaches emphasizing 
material process and practice over semiotics and cognition, it now 
seems to stand for any (British) geographical work influenced by actor-
network theory and theorists writing broadly in the wake of Deleuze.

(2005: 708)

 Non-representational theory’s strength, for another geographer 
Nichola Wood,  lies  in how  ‘explor[ing] practices at  the moment of 
their doing’ can lead to ‘an awareness of the social, cultural, political 
and emotional geographies through and in which social practices 
are negotiated and performed’ (2012: 201). But there are also 
criticisms that prioritizing material process risks underemphasizing 
the effects of the power structures behind practice and that it offers 
fewer ways of linking bodily experience to matters of identity born 
of culture, history, and social values (Revill, 2004).
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 Indeed, in his work on the rave scene of Goa in India, Saldanha 
demonstrates that even the acts of dancing, archetypal celebrations 
of  the  immediacy  of  embodied  practice,  are  shaped  of  specific 
power relations that play out on intellectual levels (2005: 716). He 
asks about the early morning phase of a rave that has seen through 
the night: ‘What are the material conditions for race to become a 
differentiating factor when the sun starts shining on dancing bodies?’ 
(ibid.: 710), noting that domestic and foreign tourists tend to end 
up spatially differentiated in their dancing and other activities. The 
two categories of people respond differently to the bright sunlight 
in the morning hours late on in an event, with Indian tourists 
usually seeking dark corners or returning to bed and white visitors 
continuing to dance in conspicuous positions. The tanning of skin is 
a marker of prestige and a display of status in the rave scene, earned 
through longevity of participation. But being a status primarily 
available to those with naturally lighter skin, it is an indication that 
the different physical and cultural factors behind how bodies relate to 
environmental conditions are implicated in musical practices when 
they are understood as sites of power negotiation. As such, musical 
spaces are fertile ground for interrogation of key contemporary 
issues related, for instance, to gender (Impey, 2013; Magowan and 
Wrazen, 2013; Spracklen, 2020), race (Bodenheimer, 2015; Stokes, 
1994;  Tsitsos,  2018),  mobilities  and  circulation  (Milburn,  2017; 
Revill,  2010),  and  political  resistance  (Hancock-Barnett,  2012; 
Hughes, 2016; Kong, 1995; Leyshon, Matless, and Revill, 1998).

Performance

Often conceptualized as coming prior to these formulations about 
power is a level of experience stemming from sensory engagements 
in musical encounters. Scholars have highlighted, for instance, 
various kinds of ‘affective ties with the material environment’ 
that arise in performance (Tuan, cited in Pace, 2017: 115) and 
that contribute to the symbolic meanings of Lefebvre’s lived space 
(Inwood and Alderman, 2018;  Leyshon et al.,  2016;  Stokes,  2017; 
Watson and Ward, 2013). It is essential here for the understanding 
of ‘performance’ to be a broad one, encompassing not only what 
Thomas Turino (2008) has characterized as typical ‘presentational’ 
performance, but also forms with clearer ‘participatory’ qualities, 
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orientated more towards collective involvement than passive 
contemplation. This opens up consideration of musical experiences 
such as those in protest chanting, group improvisation, leisure 
ensemble playing, and many other contexts. How do the perceived 
qualities of these musical spaces, their acoustical characteristics, 
and the arrangement of bodies afforded by features of the built 
environment enable sociality that intersects with wider issues in 
participants’ lives?
 Indeed, intimate musical spaces are often self-consciously shaped 
and manipulated, with the awareness that how they are perceived can 
be harnessed in pursuit of experiential, social, and political effects. 
Considering musical spaces on the level of ‘performance’, then, is 
also about exploring how creative practitioners make decisions in 
the rationalizing and designing of spaces for their activity, including 
those emphasizing new technologies and virtual environments 
(Milburn, 2017). Impacts are felt especially in practices that blur 
boundaries between ‘life and art’ (Kruse, 2019), those aimed 
at fostering creativity in service of educational and economic 
benefits (Burnard, 2007; Morreale et al., 2014), and those linked to 
community-building projects (Baker, Bennett, and Homan, 2009).

This Volume

Chapters in this volume integrate insights into different scales of 
musical  spaces,  combining  a  concern  for  the  structural with  ‘field 
research built on “real people” and the truths of their mutual lives’ 
(Magowan and Wrazen, 2013: 5). Authors’ varied disciplinary 
backgrounds inspire a range of methods. Research from musicology, 
popular music, and cultural studies featuring, for instance, 
textual analysis is complemented by ethnographic methods from 
ethnomusicology and geography, while authors channelling 
performance studies approaches and practice-based research make 
and analyze interventions in their roles as creative practitioners. 
The volume is formed of two parts, with the starting points of Part I’s 
chapters found in larger scale issues of place and power, and those 
in Part II building from a look at the intimate scale, at musical spaces 
in performance. Chapters in each section are grouped into themes as 
outlined here.
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Part I: (Trans)local Musical Spaces

Within  this  first  theme  of  Part  I,  authors  discuss music’s  various 
roles in negotiating and channelling local and regional identities. 
Jonathon Grasse explores musical spaces through the idea of ‘deep 
regionalism’, which draws together articulations of localness found 
in physical, social, and emotional dimensions of music in Minas 
Gerais in Brazil. Employing three case studies — about the Congado 
processional, the viola caipira Brazilian guitar, and lyrics from songs 
by the Corner Club popular music collective — Grasse argues that 
regional identities show ‘formative spatialities’ at the intersection 
of these different levels of experience. Alican Koc’s chapter sets 
out to interrogate a rhetoric promoting the idea of North American 
DIY punk as formed of culturally and aesthetically distinct regional 
scenes. From his position within that of Oklahoma City (USA), Koc 
locates a sense of the scene’s coherence in an affective power found 
in expressions of utopianism and violent escape from small-town 
conservatism.
 The following two chapters in this section pay particular 
attention to translocal identities based on diasporic awareness 
and  affinities  for  border-crossing  forms  of  cultural  expression. 
Stephen Wilford looks at music in the lives of Algerian people in the 
UK capital, with the notion of ‘Algerian-London’ made meaningful 
through various musical engagements. The Algerian population in 
this city is geographically dispersed rather than concentrated in 
any particular area, and thus any ‘public space for the community’ 
is apparently absent. But the pathways taken by musicians across 
the city and by genres in virtual transnational space are central to 
a place-based identity that is in constant negotiation with reference 
to Algerian populations in North Africa and France. Shabnam Goli’s 
account of Iranian hip-hop takes Hamid Sefat’s Persian cover of 
Drake’s song ‘Hotline Bling’ as the starting point to consider the 
production of local place through an orientation to the transnational 
hip-hop world. Arguing against global/local dichotomies, Goli 
refocuses on the mutual play of outward-looking and place-based 
lyrical references, uses of language and instruments, and experiences 
among musicians.
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Regionality in Learning and Heritage

This section looks at regional identities as negotiated in education 
and heritage contexts. Daithí Kearney begins with a discussion of 
learning and research in a higher education institution and their roles 
in regional identities of Oriel on the east coast of Ireland. Drawing 
on experiences as lecturer and ensemble director, Kearney tackles 
an apparent overemphasis on musical style in conceptualizations 
and canonizations of localness in Ireland’s traditional music, 
countering with evidence found in various forms of wider practice. 
He understands regionality here as process found in the ‘networks, 
infrastructure, and ecosystems through which musical culture is 
shaped, supported, and nurtured’. In the context of an education 
institution for Tibetan pupils in India, James Williams contributes 
discussion of the opportunities for growth that refugee children 
are afforded through music lessons and instrument pedagogy in 
the school. He questions how far opportunities for creativity and 
broader cultural encounter are compatible with an institutionalized 
focus on heritage preservation. Kiara Wickremasinghe then adds 
a postcolonial theoretical angle to considering musical spaces as 
sites for the promotion of ‘indigenous knowledge’ and anti-colonial 
narratives, in the experiences of Inuit and Sámi and in identities 
of the Arctic Region. The joik vocal style, in particular, is linked to 
manifestations of cultural sovereignty not only in musical texts, but 
also of processes of listening and action.

Music and Spatial Imaginaries

The  final  theme  of  Part  I  comprises  four  chapters  in  which  felt 
connections and non-physical co-presences are at the heart of the 
lived symbolic meanings  of musical  spaces.  The  first  two  concern 
national imaginaries at play in a broadly conceived European art 
music context. Anne Macgregor’s subject is the early twentieth-
century  Swedish  composer  Ture  Rangström;  she  examines  his 
music as connected to the granite of the lived Swedish landscape 
and to the intersections of regional and national identities. Musical 
manifestation of landscape here is not simply a matter of transposing 
the visual to the audible, but instead it is to add to the experience of 
landscape in a Nordic imagination. Artemis Ignatidou considers how 
ideas connected to Greek history are significant in the biography and 
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career of Russian composer Dmitri Shostakovich. In the Soviet era 
where composers faced pressure to produce ‘ideologically correct’ 
works, a sensationalized notion of a communist ‘Greek revolutionary 
spirit’ provided Shostakovich with a sense of place that he could 
employ at the service of more domestic concerns, managing his 
relationship with Soviet cultural authorities to alleviate personal 
financial problems.
 For Diego Astorga de Ita, it is encounter between humans and 
enchanted spirit worlds that is enabled in, and that produces, 
fandango occasions in the Sotavento region of Mexico. The genre of 
son Jarocho is associated with the production of a world beyond the 
everyday, with the transformation of ‘abstract, Cartesian space into 
a phenomenological, lived place’. Musical spaces here are formed 
not only of human interaction with material realities, but also with 
an otherworldly dimension of nature. Elsewhere, the production of 
other worlds comes through multimedia engagement with fictional 
locations. Alex Jeffery’s case study is the album and interconnected 
media Plastic Beach by Gorillaz, in which a fictional island is the site 
for fans to cross ontological boundaries between the ‘real’ and the 
‘virtual’, as they insert themselves into this world through various 
creative practices. Among Jeffery’s arguments is that fan engagement 
in virtual spaces is a necessary part of appreciating the reception of 
contemporary musical products.

Part II: Music-Making Environments

Chapters in Part II of the volume take as their starting point 
a microscopic focus on details of performances, of musical 
occasions and their soundings. James Edward Armstrong’s key 
argument  is  that  certain  performance  spaces  carry  significances 
to solo instrumentalists for more simply than their acoustical 
characteristics, and he proposes a deeper engagement with the 
‘experiential’ qualities of performance rooms. With an eye on 
approaches from environmental psychology, Armstrong extends 
laboratory-style experimental research to real-life environments, 
giving musicians platform to elaborate on the cultural conditions 
and individual histories that form their subjective involvements in 
performing. Thomas Graves then digs down into one such element of 
individual and group experience. In the context of a non-professional 
folk ‘orchestra’ in the UK, he examines connections between session 
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environments and joy and happiness. Part of the ‘social conditions’ 
underpinning the emergence of these subjective phenomena, he 
argues, are seating arrangements that enable particular kinds of 
interpersonal interaction, plus a symbolic level of lived experience 
that includes the history of the wider venue. Similarly, Sunmin Yoon’s 
study of recent developments in the Mongolian long-song folk genre 
of urtyn duu shows connections between singing techniques and 
singers’ relationships with the immediate spatial characteristics and 
wider environments of their lives and practices. The ‘harmonizing’ 
between members of the group Shurankhai relies upon particular 
ways singers conceive of and utilize the inner and outer spaces of the 
body and the environment, respectively, with the voice understood 
as projecting vertically to link the earth and the sky. This engagement 
with space feeds into various scales at which ideas of ‘home’ are 
constructed, ranging from the specific spot on a mountain ridge to 
the level of the province or the nation.

Designing Creative Spaces

This section gathers insights from practice-based research on how 
creative spaces are self-consciously designed and managed to foster 
certain effects. Opera director Benjamin Davis begins the section 
with a report on his experiences of staging Handel’s eighteenth-
century opera Ariodante. He sees the process as involving various 
kinds of mapping, with a score interpreted, a design world realized, 
and ‘musical, physical, and conceptual spaces’ navigated as part of the 
production. A further element is how the physical stage is embedded 
in a host of virtual territories of marketing, reception, and criticism. 
Davis thinks of the process as involving ‘dialogical cartographies of 
culture’, where these various elements collaborate to make the opera 
psychologically congruent for the audience. David Leahy’s chapter 
on free improvisation performances in the UK adds to this a detailed 
focus on the ‘shifting topography of the performance space’. Setting 
up public events whose spatial qualities are intended to develop 
an ‘all-encompassing and non-hierarchical musicking practice’, he 
observes how spatial conditions entwine with participants’ collective 
engagements, in tandem with the sonic qualities of the environment. 
Leahy takes up the theme of connecting intimate relations in space 
with wider visions of reality, this time linking the qualities of the 
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performances to ‘egalitarian, interconnected, and collaborative 
values’. For Joanne Mills, too, a goal is the dissolution of barriers to 
active participation for audiences in contemporary art practices. She 
concludes the section with a chapter on the fostering of ‘expanded 
narratives’ by creations that exploit multi-sensory elements. Building 
on work from the 1960s by La Monte Young, Terry Riley, and their 
collaborators, she presents two of her own works, which harness 
‘active’ performance space and interdisciplinary collaboration in 
generating immersive modes of audience engagement.

Musical Spaces and Power

Each  of  the  three  chapters  in  the  volume’s  final  section  presents 
an example of a bounded musical space, highlighting how power 
relationships are manifest and challenged in politicized contexts. As 
Jelena Gligorijević puts  it  in  the  first  chapter,  these  ‘micronational 
spaces’ each inspire particular modes of citizenship. In Gligorijević‘s 
case, the musical spaces under consideration are contemporary 
music festivals, whose connections to branding she interrogates to 
assess their potential as musical spaces of political belonging and 
action. The conclusion is that this potential is ‘truly democratic’, based 
on the multiple spatial and temporal trajectories of engagement that 
festivals can inspire. Oscar Galeev’s chapter takes the intimate space 
of Cairo’s Tahrir Square and shows how the distinct ‘carnivalesque’ 
soundscape that arises there during the January 2011 Revolution 
contrasts with the normal soundings of politically constrained 
life before it. He argues that political chants in the square make 
people aware of spatial relations among them that are unique to the 
specifics of this historical moment. Joseph Nelson’s chapter applies 
a similar focus to Bethlem Hospital in seventeenth-century London, 
considering how the sounds within the building contribute to the 
emergence of a space of ‘biopower’ and resistance in the face of the 
sovereign state’s attempts to exert control over the physical condition 
of those inside with mental illness. But this micro-soundscape is also 
in dialogue with the ‘madsongs’ that circulate London’s streets and 
taverns as a means for commentators to explore the ruptures of 
current politics.
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