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         basis for a comprehensive account of all facets of music in Chiloé—merely a representation
         of those aspects available to us in the circumstances described above. Our perspectives
         complement the rich and varied life experiences of local musicians and an illustrative
         picture of these can be glimpsed through the career of Chilote musician Claudio Pérez
         Llaiquel, who Garrido met in the first few days of his fieldwork in 2010. 
      

      
      Pérez Llaiquel was born in Queilén, Chiloé, and was taught to play the guitar by his
         father. At age 10, he and his family moved to Chonchi where he received a scholarship
         to study piano with Gabriel Coddou for four years between the ages of thirteen to
         seventeen. During this period, he took part in numerous tours throughout the country,
         as a solo pianist and accompanying the children’s choir from the indigenous community
         of Molulco. In 2002, he began to study composition and arranging at the Escuela Moderna
         de Música in Santiago where he remained until 2006. Some of his mentors and educators
         included composition teacher Javier Farías, the pianist Gonzalo Palma, maestro Toly
         Ramírez, Waldo Parra, and Guillermo Rifo. What is particularly interesting about Pérez
         Llaiquel is that he exists in different musical worlds. He conducts classical music
         ensembles, works with contemporary groups in Chiloé and regularly teaches piano and
         music theory—weaving between global, national, and local contexts. Another important
         aspect about Pérez Llaiquel is that he can trace his ancestry back to the Huilliche,
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      Location and Terminology

      
      
      Throughout this volume, a number of terms are used to refer to an island, an archipelago,
         a province, a composite of islands, associated marine areas, and a population of mixed
         racial descent who inhabit the areas in question. A precise definition of the terms
         used to refer to these is necessary before proceeding.
      

      
      The toponym Chiloé refers to an individual island but is also commonly used to refer
         to that island and a group of smaller islands, principally located off its east coast.
         While the place name Chiloé is unambiguous with reference to the single large island
         concerned, its use to refer to the group of islands that it forms the main component
         of is less precise, particularly with regard to the eastern boundary of the group.
         Modern provincial boundaries have sketched a borderline through the channel between
         Chiloé and the continental mainland that delineates those islands to the west as part
         of Chiloé Province and those to the east (the Desertores Islands) as part of Palena
         Province. This borderline is however largely a notional one, threading in an essentially
         arbitrary manner through an area that is homogenous in almost all other respects.
         To complicate matters further, while Guafo Island, located forty kilometers southwest
         of the southern tip of Chiloé Island, is administered as part of Chiloé Province,
         it is generally not considered to be one of the Chiloé islands in the same way that
         eastern fringing islands are.
      

      
      As a result of the above, we use the term Chiloé to refer to the province of Chiloé. When we refer specifically to the province’s
         main island, we use the term Isla Grande (main/large island). 
      

      
      As discussed in subsequent chapters, Isla Grande and a number of the islands to its
         east have been inhabited at various times by the indigenous Chono and Huilliche peoples
         and, more latterly, by Spanish settlers who have substantially intermingled with the
         Huilliche to form a mestizo (i.e., mixed racial) population known by the masculine demonym Chilote (the feminine
         form being Chilota). The masculine term predominates in almost all Spanish (and English)
         language references to the mixed gender mestizo population of the province and is used in this sense throughout the volume. The term
         Chilota is used when referring to female perceptions of located identity and experience,
         such as in the discussion of the work and perceptions of Vilú (Annie Bay González)
         in Chapter 3. Throughout the volume we use the term Chilote exclusively to refer to this group and also, as per local usage, as an adjective
         to describe various aspects related to that population, i.e., Chilote culture, Chilote
         heritage, etc. When discussing the overall population of the province, which includes
         migrants of Chilean or other origins, and/or aspects of the province’s society and
         culture, we used the term “Chiloean.” Although this term is not present in provincial
         or national Chilean discourse, it is one we have adopted for purposes of analytical
         precision.
      

      
      Much of our discussion concerns a socio-spatial concept developed within island studies,
         which is more fully explicated in the introduction, that of the aquapelago–an integrated terrestrial and marine space generated by human livelihood activities.
         In this regard, our volume primarily addresses what might be termed the Chiloean aquapelago
         and also makes reference to aquapelagic aspects of Chono, Huilliche, and Chilote livelihood
         activities and/or senses of territory.
      

      
      The volume addresses aspects of the subtle but significant differences between particular
         spaces, between social constructions of space, and between concepts of space shared
         by the province’s inhabitants (to varying degrees) and often contested by afuerinos (a Spanish term meaning outsiders). The definitions given above are therefore key
         conceptual orientation points for the chapters that follow.
      

      
      The map provided on the following page gives some sense of the boundaries between
         land and sea in and around Chiloé and identifies key terrestrial settlements, islands,
         and waterways. But, as our discussions indicate, these should be regarded as points
         within an aquapelagic space generated by historic and contemporary livelihood activities
         rather than as separate spaces with rigidly distinct attributes and characteristics.
      

      
         Map of Chiloé and the adjacent South American coast (Christian Fleury, 2016).

            Image courtesy of Christian Fleury.

         

      

      
      
   
      Chiloé: A Personal Preface

      
         
         Waldo Garrido

         
      

      
      A key feature of ethnomusicology is the extent to which the discipline is attuned
         to the impact of researchers’ own views, biases, and preconceptions on the conduct
         of research and the production of knowledge. From Mantle Hood’s (1971, 202) depiction
         of empathy as a methodological asset to Anthony Seeger’s (1987) description of the
         American folk tunes he performed to the Suyá/Kisêdjê to break the ice during fieldwork
         interactions, ethnomusicologists of decades past were not ignorant of the impact of
         their own experiences and feelings on the interpretation and presentation of other
         music cultures. In a later article, Kay Kaufmann Shelemay (1997) explored the role
         that an ethnomusicologist can have in passing on traditions within a community. She
         cited various examples but focused on her own work with the Syrian Jewish community
         in New York. Shelemay describes the role of the ethnomusicologist as “one very small
         link in the chain of transmission leading from their past to the future” (1997, 146).
         Her research has shown that by studying individual communities, ethnomusicologists
         can raise awareness within the studied community and facilitate the transmission of
         tradition from one generation to the next; whether by active influence or incidental
         affect. Shelemay concludes that, no matter what the circumstances, an ethnomusicologist
         will always have some influence on this process. 
      

      
      More recently, a similar awareness has informed the articulation of “applied ethnomusicology”
         as a paradigmatic explanation of researcher-researched interactions. In Pettan and
         Titon’s Oxford Handbook of Applied Ethnomusicology, for example, applied ethnomusicology is described as putting ethnomusicology “to
         practical use” (2015, 4), guided by principles of social responsibility, equity, and
         common good. The volume contends that in order to do this effectively, researchers
         need to consider how their beliefs, values, experiences, or even social, cultural,
         or economic positionality might affect their interactions with others. In concert
         with these observations, this preface presents a personal account of the experiences,
         reflections, and recollections that provided the impetus for my research and contribution
         as lead author of this book. The following account reflects my family history and
         its intersection with the construction of the “imagined community” (Anderson 1983)
         of the Chilean nation, my experiences of migration (to Australia), and my various
         returns to Chile.
      

      
      My upbringing in Chile provides a useful starting point for understanding the musical
         practices and interests that underpin this book. I was born in 1962 in Rosario, a
         small village located midway between the Pacific coast and the Argentinian border
         some 120 kilometers south of Santiago, the Chilean capital. Despite the relatively
         short distance to the metropolis, for much of my childhood and teens the capital was
         a remote destination that seemed to exist in a different world. While Santiago offered
         a vision of incipient Latin American modernity (symbolized by its metro system, which
         seemed eternally under construction in the late 1960s and early 1970s), the streets
         of Rosario were dusty tracks along which horse-drawn carts mixed with run-down trucks
         and the occasional car. The town’s soundscapes were significantly different than today,
         dominated by creaking cartwheels, human voices speaking or singing and music played
         live on guitars, charangos, or accordions or heard on radios. My upbringing was marked by the experience of
         vernacular culture in the form of amanzaduras (rodeos) and harvest festivals and with the folkloric beliefs of my grandparents.
         My grandmother believed in the magical power of animitas (vernacular shrines for the dead) and used to tell me and my siblings stories about
         el viejo del saco (a scary old man who carried children away in a sack) in order to make us eat our
         food. This gave me a strong awareness of the differences between us country folk and
         the capitalinos (people from the capital) who seemed less troubled by such presences. 
      

      
      My father, who worked as a secondary school teacher, was a musician of some renown
         in the region who participated in local folkloric performances. He also played bass
         in the popular band Sonora Continental, which performed in Santiago and other metropolitan
         centers. My mother was a primary school teacher with a special interest in Chilean
         folklore. She and other members of the teaching staff from the school would demonstrate
         regional dances and teach their students how to sing regional songs and play them
         on guitar and other instruments. Chilote material featured strongly in these sessions
         and we would often perform in costumes appropriate for particular festivities. I can
         recall participating enthusiastically in these activities and feeling a strong connection
         with the folklore and related musical styles of the country that I have retained.
         
      

      
      If Santiago offered one pole of Chilean identity as the nation entered the latter
         stages of the 20th century, another locale, Chiloé, offered a very different one.
         As Santiago modernized, Chiloé came to symbolize those aspects of the nation that
         many Chileans were coming to perceive as in decline. My awareness of and engagement
         with aspects of Chilote culture arose from two intersecting sources. The first was
         in the form of stories told by friends and relatives. These concerned folkloric figures
         such as the ghost ship El Caleuche, the evil giant snake Cai-Cai Vilú, and the Pincoya, a female deity of immense beauty
         who protected the ocean and its fishery. The second was more direct. Despite the distance
         from Rosario, my family would often visit southern Chile on summer vacations when
         we would fish and explore local environments. My visits to Chiloé were particularly
         charged as I perceived it as a place of fantasy and mystery. As we approached the
         main island on the ferry, I would imagine the Caleuche in the waters of the Canal de Chacao and would worry that the serpent might come
         down from the mountains to attack us. 
      

      
      On these trips to Chiloé, there was always music in the streets, in restaurants, and
         in markets. The music and dance performances by folkloric groups would include cuecas chilotas and other typical local forms. These were simultaneously exotic and familiar, as
         I knew the dances from school folklore classes and the music from albums in my family’s
         home record collection. But performed in situ, they were something else, possessing
         a vitality and sense of fit with place that made them all the more vivid.
      

      
      My family migrated to Australia in 1976 and settled in Western Sydney. I completed
         high school and performed with Sydney-based improvisatory jazz band The Catholics,
         led by bassist Lloyd Swanton, in 1991–1992 before returning to Chile in 1983 to study
         and perform music before returning to Sydney again the following year. All migrants
         retain senses of their original cultures and locations as they negotiate the processes
         of developing new syncretic identities in the places they relocate to. This involves
         the selective retention, embellishment, and valorization of some aspects of home cultures
         and the corresponding neglect of others. The (old) home country becomes re-imagined
         through different lenses in response to the pressures, opportunities, and stimuli
         offered in new locations. 
      

      
      My experience as a young migrant to Australia was similar to that of many others.
         My attempts to engage with various aspects of my new home often involved confronting
         aspects of racism and related discrimination. I simultaneously learned to conceal
         my migrant identity in some contexts while valuing and refreshing it in others. My
         early engagement with Chilean regional folklore and, particularly, musical and dance
         forms, provided a set of powerful notions and images of Chilean-ness that persisted
         through into my adult years. In these, Chiloé stood as a particular repository of
         cultural heritage and identity. 
      

      
      My first opportunities to capitalize on my bi-culturality occurred in the late 1980s.
         In 1987, the Gypsy Kings, a Catalan rumba ensemble influenced by flamenco music, recorded
         a composition entitled “Bamboléo” that incorporated aspects of an earlier Venezuelan
         folk song entitled “Caballo Viejo.” Their recording was internationally popular and
         helped propel the band’s third album to number two in the Australian album charts.
         All summer long, and for several summers to come, the album always seemed to be playing
         in cafes and restaurants across Sydney. It offered a ubiquitous paean to sensual pleasures—with
         its swaying rhythms evoking the intoxicating power of love—and precipitated a boom
         in interest for Latin American music in Australia. As a Chilean–Australian musician
         able to play a variety of Latin styles, I found my services in demand both as a musician
         and as a “face” in Sydney’s Latin music scene. I joined a popular Brazilian and Latin
         rock-based quartet named Amazonia that had a regular gig at Sydney’s La Vina club.
         In 1989, I was put in charge of assembling a band for the Toucan Tango nightclub,
         which was often frequented by media celebrities and rock stars. As a result of this
         newfound profile, I was invited to work with local dance music producers and signed
         a worldwide publishing agreement with Warner Chappell Music, setting me on a creative
         journey that comes full circle through this book and the interpretative approach to
         Chilote music that it describes and analyses. 
      

      
      The catalyst for the transformation of this personal musical interest into a research
         project was a meeting with the (then) head of Macquarie University’s Department of
         Contemporary Music Studies, Philip Hayward, in 2007. Phil was aware of Chiloé’s distinct
         cultural heritage and encouraged me to pursue a doctoral degree about the island and
         its music. The fieldwork that ensued established important relationships with local
         culture bearers in Chiloé and provided the initial data that underpins much of this
         book. As will be apparent, I am not Chilote and make no claim to have privileged insider
         insights into Chiloean culture. Instead, I approach it as a Chilean who grew up with
         particular conceptions of and engagements with Chilote culture that in later years
         informed my engagement with Chiloean musicians, folklorists, and intellectuals and
         led me to produce my own creative interpretation of local musical repertoire. As will
         become apparent from subsequent chapters, there is a complementary trajectory to my
         personal experience in that several of the musicians participating in Chiloé’s contemporary
         music scene are non-natives who have moved there to participate in a culture that
         they became familiar with through Chilean folklore education and, more broadly, through
         senses of what it is to be Chilean. When I arrived back in Chiloé to do the initial
         fieldwork for my project forty years after first visiting, I was a different ‘me’
         to the child who first encountered it. I arrived as a university researcher holding
         dual Australian and Chilean citizenship intent on critically evaluating perceptions
         of place and culture. In these regards I had what might be considered as polyvalence in that I had—and retain—a multiplicity of potential connections. I can connect as
         a Chilean, I can connect as a frequent visitor to Chiloé, I can connect as an external
         researcher, and I can connect as someone who has a reputation as a professional musician
         in Chile. 
      

      
      
   
      Introduction

      
      
      The west coast of South America, which extends 7,000 kilometers from northern Colombia
         down to southern Chile, comprises a narrow coastal strip between the foothills of
         the Andes and the Pacific Ocean. Almost without exception, the coastline lacks complex
         aspects such as large deltas, peninsulas, islands, or fringing reefs that would otherwise
         provide sheltered marine environments. This situation changes dramatically around
         42.50° South, where the Chacao Channel cuts into the coastline, separating the Isla
         Grande de Chiloé (literally “The Big Island of Chiloé”) from the northerly mainland,
         and connects to a large body of water within which a scatter of small islands are
         found. After an open passage of water to the south, the dense fjordland coast of southern
         Chile commences, running down to the tip of Tierra del Fuego. Isla Grande is approximately
         8,400 square kilometers in size and the small islands off its east coast comprise
         an aggregated area of around 780 square kilometers. The central island’s name is derived
         from the indigenous Huilliche term Chilhué, meaning “land of seagulls.” The cool, wet, and windy west and south coasts of Isla
         Grande are dominated by temperate rainforest vegetation while the north and east coasts
         and fringing islands have been extensively cleared for cultivation and settlement.
         Originally settled by the Chono and Huilliche peoples, the Chiloé archipelago later
         became an attractive site for Spanish colonists and the contemporary population derives
         its cultural heritage from these population groups. 
      

      
      While the intermingling—or mestizaje—of indigenous and Spanish peoples in Chiloé is a phenomenon repeated throughout Chile,
         there are special cultural, historical, and geographic features that mark Chiloé as
         distinct from the prevailing cultures of the Chilean mainland. Like many insular communities,
         the people of Chiloé have their own ways of being and of seeing and understanding
         the world. While entirely Chilean, they are also apart, sitting both within and outside
         prevailing notions of national identity. This apartness can be observed in dialect,
         customs, and traditions; in the way people engage with their island and maritime environments;
         and in expressive practices like dance and song.
      

      
      This book is addressed to the traditional music and dance cultures of Chiloé, their
         relation to and position within regional folklore, and the manner in which they have
         been modified and extended by contemporary artists engaging with these traditions.
         While aspects of Chilote folk music and its associated dance forms are known throughout
         Chile and occupy a prominent place in national folklore repertoires, Chilote music
         has received surprisingly little scholarly attention internationally. While Chiloé
         has an obligatory entry in the Latin American volume of the Garland Encyclopedia of World Music (González 1998, 366), the most accessible sources of English language information
         about Chilote music are those that can be found via tourism-oriented Internet sites.
         As a result, one of the primary purposes of this book is to provide access to information
         about Chilote folkloric music for a broad, international audience. Along with this,
         our discussions provide the base for us to advance broader theoretical ideas about
         islandness and aquapelagality and, subsequently, a discussion of cultural sustainability. We also combine this
         with reflections on our own creative engagements with Chilote culture. It should be
         noted that folkloric and folkloric-influenced music is only one aspect of Chiloé’s
         contemporary music culture. Various types of pop, rock, funk, Latin, reggae, and reggaetón
         musics (etc.) have been adopted by local performers at various times, some of which
         address aspects of Chilote/Chiloean life and culture in their lyrics. While we make
         passing references to these at particular points, a comprehensive history and analysis
         of Chiloé’s post-war popular music culture is beyond the scope of this volume and
         merits a research project in its own right.
      

      
      Islandness and Aquapelagality

      
      

      Islandness—i.e., the particularity of islands and of island societies that arises from their
         geo-physical separation from other land masses and the societies that operate on them—has
         been the central pivot and rationale of the interdisciplinary agglomerate of island
         studies that developed from the 1990s on. The field was given early focus and motivation
         by McCall (1994) who called for “the study of islands on their own terms.” McCall’s
         article drew on the work of previous researchers on the field, such as Ward, who identified
         the three key features of islands as their “small scale, isolation and bounded-ness”
         (1990, 1). While implicitly favoring small islands as paradigmatic ones[1], these characteristics are shared by a wide range of island locations and have been
         influential on the nature of societies and socio-cultural practices that have evolved
         upon them. Ward’s three categories are particularly pertinent for historical patterns
         of development on islands. Almost uniformly, the initial communities that arrived
         and established themselves on islands at various moments[2]   subsequently experienced periods with minimal contact with outsiders during which
         they developed patterns of socio-cultural behavior that variously retained, elaborated,
         and/or synthesized those they brought with them without the high degree of external
         influence that inhabitants of mainland-based communities may have experienced over
         similar periods.[3]   Smaller and/or remote island societies require individual and community resilience
         in order to survive (let alone prosper) and this resilience is, in turn, a key characteristic
         of many island communities (Campbell 2009).
      

      
      Islandness, a term and concept that features prominently in much island studies material, condenses
         a number of elements. It refers both to the defining quality of islands—i.e., of their
         being parcels of land surrounded by water—and to a less easily quantifiable aspect,
         namely (insider and outsider) perceptions of what being an islander means and how
         island societies may be characterized. Notions of what might be termed islanderness and/or of islandness are more complex than definitions of geographical spaces and have been explained
         experientially. Philip Conkling, founder of the Island Institute in Maine, for instance,
         has contended that there is a shared “sense of islandness that transcends the particulars
         of local island culture” (2007, 191) and that:
      

      
         Islandness is a metaphysical sensation that derives from the heightened experience
            that accompanies physical isolation. Islandness is reinforced by boundaries of often
            frightening and occasionally impassable bodies of water that amplify a sense of a
            place that is closer to the natural world because you are in closer proximity to your
            neighbors. Islandness is a sense that is absorbed by islanders through the obstinate
            and tenacious hold of island communities, but visitors can also experience the sensation
            as an instantaneous recognition. (191)
         

      

      From another perspective, Canadian academics Philip Vannini and Jonathan Taggart have
         elaborated that in their studies of island communities they approach “place as a kind
         of practice” (2013, 225). Within this, they identify that they address “the key performances
         through which an island becomes such as practices of incorporation” and contend that
         the inhabitants of islands:
      

      
         incorporate a place not by way of mental design or blueprints, or by way of signifying
            comparisons and juxtapositions, but rather by sheer practical, creative, skilful engagement
            with its affordances. Thus we understand the practices of an islander as someone who
            assembles together an island by way of making use of whatever is at hand, solving
            going concerns as they present themselves. (Vannini and Taggert 2013, 225)
         

      

      Somewhat more concisely, Norfolk Island songwriter George “Toofie” Christian has stated
         (of his island) “the island’s acklan hoem—it’s our world, it’s all we got” (P. Hayward, pers. comm.) The Norfolk Island language
         phrase acklan hoem gives his characterization a particular emphasis. Acklan (“our”) is an adjective used in Norfolk Island language to suggest a sense of collective
         ownership of place and hoem is more charged than the English language term “home” (understood to refer to an
         individual dwelling place) and refers to a specific socio-geographical space that
         is home to a unique community. 
      

      
      This sense of the communal construction of place being as—if not more—significant
         than the geographical particularity that facilitates it was recognized and developed
         as conceptual core of the journal Shima. Established in 2006, the journal’s title is derived from a Japanese language term
         whose varied senses were documented by the journal’s opening article (Suwa 2007).
         In Amamian and Okinawan dialects of Japanese the term shima has a dual meaning, referring to both an island as a geographical feature and as “a small but densely cultured territory (or other community that is also conceived as insular” (Suwa 2007, 6).
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