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Capitalist integration
or cultural resistance

Jeffrey O'Mailley*

Art
for
tourists

In contrast to most economic and geograph-
ic perspectives on tourism, much of the re-
cent anthropological work includes a
growing body of ethnographic research
focussing on precise examples of cultural
change in response to the expansion of a
tourist frontier. While it 1s difficult some-
times to differentiate the impact of the tourist
industry on a culture from the phenomenon
of societal change in response to the gener-
alized expansion of market relations and oc-
cidental culture, the production of art seems
particularly responsive to tourist penetration,
This paper will review some of the relevant
ethnographic literature in order (o ascertain
whether the recent changes in artistic produc-
tion in Third and Fourth World social for-
mations in response (o tourism indicate in all
cases an integration and subsumption into
capitalism, as traditional dependency the-
orists would predict, or whether some of the
changes might be more properly described
as mechanisms of resistance to the challeng-
ing capitalist order. We thus hope to analyt-
ically “‘break down '’ the concept of cultural
distortion into the more specific concepts of
“cultural disintegration'’ and “cultural
resistance .

*M. Jaffray O'Malley vient de terminer sa maitrise an Af-
feires internationales & 'Université Carleton, Ottawa, et
travallle comme éducateur auprés des adultes a London,
Ontario.

Theorizing the Cultural Impact
of Tourism

The trickle down theory of cultural change
in response to tourism, represented by such
authors as Matthews (1978) and Lowenthal
(1972), emphasizes the close relations which
develop between local comprador bour-
geoisies and foreign tourists/tourist industry
developers. The extreme dependency of the
local bourgeoisie on metropolitan economy
and culture combine with their dominant and
determining role in the national context,
making the class an ideal conduit for occiden-
tal cultural values to be diffused to the mass-
es. This model, depending as it does on an
elite class completely shaped by external in-
fluences co-existing with a population which
aspires to rather than resists the elite’s ex-
ample, is far too mechanistic to be of much
use in explaining the variety of cultural
change which does occur.

“Mass seduction/demonstration theories’'
are an adaptation of the trickle down model
without the intermediate step of the conver-
sion of the local bourgeoisie. The opulent and
hedonistic lifestyle of tourists is described as
overwhelmingly tempting to the im-
poverished residents who thereafter dump
their entire cultural conditioning and embrace
Levis and wienerschnitzel. The result is some
kind of cultural limbo, never really entering
the metropolitan culture but no longer hav-
ing an indigenous one. As mechanistic and
unconvincing as the trickle down theories,
this perspective has the added disadvantage
of having no explanation for cultural distor-
tion but envy and stupidity.

The “‘commaodification theory™ is the
preferred explanation of those dependency
theorists with a neo-Marixst inclination. Pe-
rez, in one of the seminal critiques of tourism
in the West Indies, seems to combine Fanon
with Marx:

""The task of breaking existentially with the
colonial past - on West Indian terms - re-
mains unfulfilled as fong as merropolitan
authorities continue to define Caribbean his-
fory as a tourist attraction. The very culture
passes into dependency on tourist parronage.
Art, music, dance and literature become the
patrimony of an expanding tourist econo-
my. .. In this sense, culture does not function
in f1s historical role as an agent of national
unity precisely because of its inability to as-
sume and maintain viable national
proportions """
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Later writers have added additional insight
to this perspective by analysing the social dis-
course around the creation of tourist sites®
and the commodification of ethnicity. To the
extent that the incorporation of culture into
the international capitalist economy is seen
to determine the culture thereafter, this
model is as mechanistic as the trickle down
theory. But inasmuch as the commodifica-
tion of culture is seen as an influence on cul-
tural development rather than a determinant,
this is a theoretically useful and easily sub-
stantiable hypothesis.

While those academics who have focussed
more specifically on how art changes in
response to tourism often have unclear or
eclectic theoretical influences, their identifi-
cation of the complex range of possible
changes provides insight by pointing to the
need for a non-deterministic, non-linear ex-
planatory framework. Graburn initially
differentiates the arts of the Third World ac-
cording to destination audience - **inwardly
directed arts “‘and’” those arts made for an
external, dominant world"*", He also ac-
knowledges the distinctions made earlier by
Maquet:

... aesthetic productions may be (1) art by
destination, that is o say, they may have
been intended by their producers o be art
per se or to have a primarily aesthetic lo-
cus, or (2} they may be art by metamorpho-
5is, in which case they were deemed art
sometime after they were originally

made.,. '™

Graburn’s early work combined the distine-
tion on the basis of audience with a distinc-
tion on the basis of the aesthetic roots of the
art, coming up with the schema illustrated
in Table 1.

Graburn identifies a number of preconditions
necessary for the emergence of each category
and uses examples from different social for-
mations to differentiate a variety of evolu-
tionary tendencies:

“‘Bevond the raw forces of “'unit cost™ are
more subtle matters of content and taste,
which force peoples to produce for sale
things that are acceptable to a public that al-
ready has ity preconcepiions of what is typi-
cal and appropriate. For instance, the
travelling public of the Western world seems
to believe thar souvenirs should match the
skin color of their producers, particularly
that black people should produce black an
objects.,. '™



In general, the arts intended for consump-
tion by outsiders are subject to a great num-
ber of contingencies, needing to bridge the
aesthetic senses of producer and consumer,
projecting a suitable ethnic or exotic image,
being easily transportable, not fragile, easi-
ly identifiable as art, and dustable. These
contingencies often result in tendencies
towards miniaturism, naturalism or
grotesqueness.

The art form that might be predicted by our
commaodification theory would be the sou-
venir, where profit is more important than
communication, The “ethno-kitsch'’ of the
souvenir is so reduced in symbolic content,
so conforming “to the consumers " popular
notions of the salient characteristics of the
minority group ™" that it is perhaps inap-
propriate to even call it culture; Perez’s as-
sertion is confirmed, But Graburn also
describes the existence of *““comunercial fine
arts "', made with sale in mind but with *‘crl-
wrally embedded aesthetic and formal stan-
dards "™, and “‘assimilated fine arts’’,
““characteristic of extreme cultural domina-
tion and hence a desire to assimifate ™.
Graburn went on in later work to stress that
his schema is only an approximation and that
evolution is not unilinear, **... but a num-
ber of situationally created processes which
[form an interconnected network in the nexus
of tourism, art, and ethnicity'™, His great
contribution to the theoretical debate was his
confirmation of the validity of several the-
ories in specific conjunctures, thus disprov-
ing any of their claims to universality.

Given both the diversity of artistic change
in response to tourism and art’s communica-
tive function, more and more scholars seem
1o be drawing on linguistic theory for ex-
planatory insights. An early example of this
is found in Ben Amos:

“Tourist art... operates as a minimal system
which must make meanings as accessible as
possible across viswal bowndary lines... (a)
reduction in semaniic level of traditional
forms, expansion of non-traditional secular
motifs, and wiilizavion of adjunct communica-
tive systems (thus occurs)''.00

Ben Amos continued her use of linguistic the-
ory by comparing tourist art's evolution to
that of pidgin languages (langages “‘petit-
négre’'). Both communicative systems are
forms of cross-cultural communication de-
pendent upon ““fowest common denomina-
for’’ symbols, both standardize quickly,
emerge from strictly commercial contexts,
and in the end are incomplete symbolically
for both communicating groups. While art
in general is a restricted system paralleling
Bloch's *'ritual language™ """, tourist art is
even more restrictive, not even producing
satisfaction for the artist. We could say that
the removal of meaning from the local con-
text and the crosion of traditional patron-
client relations intensifies artistic alienation
in a manner paralleling the symbolically in-
complete experience of speaking pidgin lan-
suages.

TABLE 1:
Graburn’s Art Categorization System

Aesthetic-Formal Sources and Traditions

Intended
Audience
Minority Society Novel/Synthetic Dominant Society
Minority Funciional
Fourth Traditional Reintegrated Popular
World e.g.. Lega, Maori e.g., Cona*molas, e.g., Zaire,
HIArIE, SOme Pueblo kachinas Mozambigue,
pueblo pottery Mavajo jewelery
External Commercial Souvenir Assimilated
Civilizations Fine arts Novelry Fine arts
e.g., Maori e.g.,.Ser, e.g., Santa Fe
woodearving, New Makonde carving: Indian painting,
Guinea shields Nalitla amare MNamatjira water-
colors, Eskimo
prints
Source: Graburn (1976: p. §)
Graburn, discussing Ben Amos, stresses that Commodification

“pidgin'" art is a useful categorization for
those tourist arts which emerge from socie-
ties lacking the necessary cultural strength,
independence from overwhelming external
influences, and internal socio-economic con-
ditions to resist in a more effective man-
ner''®, In such cases, artistic evolution
involves ... material and cognitive simplifi-
cation commensurate with the more restricied
codes and the selection of simple univecal
symbols out of the origingl muliivecal
characteristics of the embedded functional
arts" "%, More effective cultural resistance
to Western hegemony, however, can create
“creole’" ant, a new art form that manages
to be symbaolically complete while avoiding
“museumification”' in the ethno-kitsch of
souvenirs. These forms link social forma-
tions to the external world while being **,..
identified with specific self-conscious ethnic
and national groups... {and serving) as
powerful markers of identity ",

Graburn’s identification of the diversity of
artistic evolution and its linkage to not only
the tastes of the consumers but the cultural
and economic structures of the producers
gives us a basis from which we can begin to
analyse specific examples of the impact of
tourism on art. Art is a communicative sys-
tem and, like language, must be analysed not
only in terms of the sign itself but in terms
of the social relations within which the sign
is produced, transmitted, received and inter-
preted. Thus the tourist industry will not only
change what is produced artistically and the
relations of production and exchange; the
pre-tourist industry relations of cultural/eco-
nomic production will also affect the man-
ner in which the tourist market relations
penetrate.
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and Competition

The commaodification of artistic creations in
societies which had previously produced and
exchanged art *“freely™ for purposes of kin-
ship maintenance, spiritual edification, or
caste duty has dramatic impact in both eco-
nomic and cultural terms. In most cases we
reviewed, tourist industry penetration result-
ed in enhanced income for producers who
would market their own creations, though in
some instances simple commodity produc-
rion'" had been totally eradicated by indus-
trial “‘arr"’ production with producers being
exploited through a wage labour system. In
addition to changes in form as noted by
Graburn, class and gender relations can be
transformed while the symbolic content of
the product is often greatly reduced.

The case of the Kulebele of the Ivory Coast,
documented by Richter!™, illustrates many
of these phenomena. Traditionally the Kule-
bele combined subsistence farming with the
carving of art objects and implements for
other groups in the northern Ivory Coast.
Their carving was exchanged by migration
to a host village which would provide land
and some surplus produce in exchange for
carvings over the period of residence. Super-
natural sanctions were imposed on non-
Kulebele who witnessed carving technigues
and income in poor times was supplement-
&d by the Kulebele's ability to transform into
hyenas in order to steal cattle, The success-
ful entry of the Kulebele into the tourist art
market has produced dramatic changes.

“Soctal change that has occurred because
of tourist art market participation is appar-
eni in basic institutions, such as migration



patterns and relations with non-Kulebele
host-villagers; supernatural sanctions;
male/female economic spheres and relation-
ships; kinship and inheritance of wealth; resi-
dence patterns; economic opportunism;
political authority; and secret society (poro)
inter-relationships =, "%

The traditional symbiotic relationship be-
tween the Kulebele and their hosts has broken
down as the income from the tourist market
discourages the production of goods for the
host villages and makes subsistence farming
unnecessary. As more Kulebele migrate to
the regional urban centre to market more
directly to tourists, the traditional gender di-
vision of labour between male carvers and
female farmers breaks down due to lack of
farmland, causing gender tension and rob-
bing women of their economic power.
Richter also explains that supernatural sanc-
tions are no longer imposed, nor does thiev-
ery continue: ““There is no longer any need
to protect their exclusivity over the carving
market because the demands of the tourist art
market are so great that it absorbs everything
the Kulebele carve """, Enhanced income is
also transforming the class relations of the
region. The Kulebele have ventured out of
family production units and now even hire
non-Kulebele wage labour to assist in artis-
tic production. Extra income is often invested
in land and houses for the rental market, and
““Landlordism has become an ideal to which
all Kulebele aspire™"®"

In Tonga, a growing tourist market for tapa,
a parchment traditionally manufactured and
decorated by women, has similarly had both
economic and cultural implications. Johnson
explains that before the advent of the tourist
market, tapa and similar products ‘... were
primarily utilized for practical and ceremoni-
al purposes and were not considered’’ art
“as such’, but, *'... as a result of the rapid
development of the visitor industry, cultural
items have now taken on a new value - both
in the eves of the Tongans and of the
tourisis' ", Physical changes in tapa
production include a move towards smaller
pieces and a condensation and a consolida-
tion of patterns, but the more significant
change lics in the pattern of exchange
amongst Tongans. By 1982, Thaman had
noted that a large piece of tapa cloth had in-
creased in price form $30-$50 a few years
before to as much as $300, and he predicted
that *"... increasing tourist demand for some
of these products... may make some items
disappear from use in Pacific island ceremo-
nies and in maintenance of kinship and so-
cial ries'"™™, Unlike the case of the
Kulebele, however, increased income is
spread fairly evenly over households,
preventing the emergence of tourist art-
financed landlords or bosses. In general, Pa-
cific island handicraft and art sale has been
interpreted as having positive income distri-
bution effects because most products are sold
directly by the producer to the tourist, the
products are produced by most households,
and positive backward linkages have occured
to the cultivators of agricultural inputs such

as paper mulberry. Where income effects are
being felt is within the household. where
women's traditional control of tapa produc-
tion has resulted in a situation where *... an
industrious woman can make considerably
more money than her husband, contributing
up io 70% of the family's income ",

Examples of commodification leading to cul-
tural denigration abound. In the Pacific is-
land community of Rukua, the traditional
spiritual ceremony of vilavilairevo (firewalk-
ing) was transformed into a major tourist at-
traction. Although income from performing
the ceremony initially added significantly to
the cash income of the communally or-
ganized Rukuans, the elaborate rituals behind
the actual walking on coals have now all but
disappeared. To make matters worse, vil-
lages now compete heavily to obtain con-
tracts with hotels, and tourist interest in the
event is appears to be declining just as vil-
lages become increasingly dependent upon
it as a source of income™. In Thailand,
Bali and Nepal, tourist industry officials have
all had to deal with wide-spread public
resentment of the industry’s use of sacred ob-
jects, sites and rituals as tourist attractions.
The Nepalese government has instigated
workshop training to encourage the produc-
tion of other high-quality art works in order
to discourage theft, while the Thai and In-
donesian governments are attempling Lo
“‘sensitize "’ tourists through education cam-
paigns'™.

A more extreme example of the possible so-
cial impact of “‘cultural commodification"’
can be found in the Kamba wood carvers of
Kenya. Geshekter outlines how production
has shifted ... from an occupation former-
Iy oriented towards domestic consumption
inte a “tourist art’' industry’ ", Carvers
interviewed by Geshekter openly admitted
that their work can be shoddy and has little
connection to any traditional belief system.
Increased demand has '*... pressured the
carvers to expand and standardize produc-
tion methods, simplify the designs, and all
bur eliminate any symbolic content’ ™,
From depending primarily on a self-sufficient
agricultural system, the Kamba now depend
almost wholly upon piecework industrial art
production. Unlike the cases reviewed
above, however, the capitalist organization
of this production minimizes the retention of
earnings:

“I can safely estimate that the labour and
material costs for one ten inch antelope are
between fifieen and nineteen cents. Middle-
men refailers uswally pay twenry-eight 1o
thirty-two cents per piece, selling them. .. to
local tourist for ninety cents, or whatever the
market will bear!"'"%

The above examples suffice to conclude that
Perez’s concept of the commodification of
culture is a useful theoretical framework.
Despite the clearly capitalist structure of the
international tourist industry, however, we
see that cultural commodification is or-
ganized in different manners according to the
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social formation in question. Although some
form of cultural degradation seems to be a
frequent product of this process, economic
effects vary considerably and cannot be eas-
ily predicted.

The Creation of the Myth of the
Individual Producer

In contrast to the deskilling of artists into fac-
tory workers that was identified in the above
example of the Kamba carvers, many tradi-
tional societies entering the tourist art mar-
ket adopt the particularly Western notion of
art as a product of creative individual genius
rather than the society in which it is
produced. This reconceptualization often has
its roots in market transactions, as Western
tourists often demand signatures on products
labelled “‘arr’’. Graburn gives the examples
of Eskimo soapstone sculpture, Seri wood-
carving, and Pueblo pottery, all art forms
that have had signing introduced in response
o Western demand.

In one Mexican example, fake names were
signed on products by retailers to lend them
the air of art. Despite previous traditions of
identifying art as a social product or iden-
tifying an artist through familiarity with the
product, or through the artist’s caste or kin
role, this Western notion of creative genius
can diffuse into the producing population:

“This way of thinking has in turn been in-
troduced into the cultures of the small-scale
dominated peoples, with a resultant enhance-
ment of individualism, competitiveness, and
the emulation of the successful for his suc-
cess rather than for the beauty or utility of
his product... This cult of individualism, as
opposed 1o cooperative egalitarian effort, fits
a belief system that differentiates art from life
and leaders from ordinary people’’.?"

This phenomenon seems to be most preva-
lent when the art form in question resembles
a pre-existing Western art form such as
sculpture or painting and when artists have
readily identifiable stylistic tendencies. It is
much less likely to occur when the art form
is unfamiliar, as is the case with totem poles
and basket weaving. One intriguing by-
product of this process is the empowerment
of artists that occurs through this Western no-
tion of artistic genius; even when tourists
despise or deride the social milien from
which Third World artists emerge, they often
maintain a strong respect for the “‘artist™’.
Artistic producers are thus placed in a key
position of respect between social formations
which enables them to play an especially im-
portant role in facilitating cultural resistance.

Defining Identity Through
Marketed Art

The inverse of cultural deterioration as a
result of tourist art market participation
would be cultural defense or renewal. Un-
der external economic and cultural threat, a
social formation may revive (or invent) an-
cient traditions and place new stress on “‘eth-
nic markers " such as dress, art, and language
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in order to facilitate internal image main-
tenance and resistance to the external force.
It is difficult, however, to decide when mar-
keted art is being used as an identity defense
mechanism and when the process of defin-
ing oneself both in opposition to and in ac-
commodation to the outside merely narrows
and restricts identity:

“In... the revivals of exotic “"Aztec"” themes
in Ocumiche potiery and in the latest Xalir-
la bark paintings, it is hard to say whether
the ethnic marker is totally imposed by
promoters or whether it shows the influence
of long-held beliefs in new syncretistic
fgms"_i:g,l

One can even question whether internally de-
veloped “‘ethnicity” is in fact resistance or
merely a more elaborate form of cooptation
into global capitalist culture and economy,
Regardless, to the extent that ethnic identity
is not imposed and frozen, it is probably
preferable to assimilation and subsumption
under external forces.

A convincing example of the potentially posi-
tive impact of art market participation is
found in Aspelin’s study of the Mamainde
of Mato Grosso, Brazil™. The Mamainde
are in the enviable position of marketing their
art through an “indirect tourist fromt"", Trav-
el to the area of the Amazon where they live
is restricted by the national government, but
their art is purchased by government agents
who market it to tourists in special shops in
tourist centres. Aspelin argues:

indirect comtact through “‘indirect
tourism ' may, ceteris paribus, facilitate the
preservation of cultural pluralism and cul-
tural autonomy which direct tourism, involv-
ing the direct contact of tourists and their
hosts, is more likely to alter, reduce or
destroy "

Given the desire of the Mamainde for a cash
income to access to certain manufactured
goods, the tourist art industry is clearly
preferable to other possible interactive
mechanisms such as commercial agriculture,
dependence on government income support,
or wage labour in local mines.

... they chose the indirect tourist front, for
it allowed them to maximize those things they
held dear: their family and village life, their
traditional work stvles, and their rradition-
af values (in short their traditional culture). ..
The focus of the inter-ethnic friction inher-
ent in the contact situation was thus shified
Sfrom between the Mamainde and the local
Brazilians to between the local Brazilians
and their national institutions, for the local
Brazilians did not much appreciate this op-
portunity for the Mamainde 1o obtain their
trade goods in ways other than those which
would provide them with Mamainde labor
and Mamainde land"" ™"

Although this seems like a good example of
defending culture through tourist art market
participation, the advantages to the Ma-
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mainde are significantly reduced by their sit-
uation of extreme dependency. They neither
created the marketing contact nor control the
dual conditions of tourist interest in their
product and government support through
travel restrictions and art marketing.

MacCannell argues that one of the deter-
minants of the impact of the tourist industry
on ethnic identity is the choice of signs to
be marketed:

aa

. when historical shrines are the attrac-
tion... they can be enjoved by locals and
tourists alike and augment the resources of
the community's education system in a
meaningfil way. But, if as a local represen-
tative of an allegedly colorful minority, you
are the attraction, it is hard to figure out how
vou might come to benefit from the rofe or
learn anvthing “‘ethnic’” from yourself’" "%

MacCannell points out that we must avoid
confusing resistance and renewal with the
reification of “village life”" into *'... an in-
teresting derail in the recreational ex-
periences of a tourist from out of town ',
When art becomes merely part of the ethnic
package, not only does the natural evolution-
ary dynamic get frozen, changes in style and
form are no longer just questions of art, they
are questions of ethnic marketability. In this
case, MacCannell asserts, *'ir is not just eth-
nicity any more, but it is understood as
rhetoric, as symbolic expression with a pur-
pose or use-value in a larger system. This
is the basis for a distinctive form of modern
alienation, a kind of loss of seul... ",

Cultural Production and Claims
to Power

The growing importance of the tourist art in-
dustry and its success at generating foreign
currency has set up a contradictary dynamic
in many Third World social formations. On
the one hand, more and more intrusions are
being made by states into mass or minority
culture. The Thai government determines the
legitimacy of art forms through this not-so-
subtle message on all government issue
tourist pamphlets: “"To make shopping in
Banghkok more pleasant and covenient for
you, the Tourism Authority of Thailand has
drawn up a list of reliable souvenir shops
which have passed the screening of a com-
mittee on Souvenir Shop Standards Promo-
tion..."". The Indian government is even
more straight-forward, instructing tourists in
their “‘Travel Tips"" pamphlet to never buy
art or handicrafts from street vendors, The
Tongan state takes a different approach, as
noted by Johnson: "“In a weekly broadcast
on Radic Tonga, the Tongan Visitors Bureau
encourages those who make handicrafts to
do their best and to make what tourists
like ™%, Other common mechanisms used
by the state in redefining authenistic culture
include direct instructions to perform certain
rituals at certain times and the more subtle
technique of licensing **gualified’" perform-
ers and artists. On the other hand, the
legitimacy derived from market success oc-



casionally facilitates the opposite process -
minority or mass claims on the state.

Comparing the respective fates of the
Dayak's longhouse communities in Indone-
sia and East Malaysia is illustrative. In In-
donesia, there has been little public or private
sector interest in cultivating the tourist poten-
tiality of these communities. The Indonesi-
an government has thus gone ahead with its
agressive policy of “'civilizing '* the Dayaks
by relocating Javanese in their midst and
through Islamization of education and law.
The Malaysian state, in contrast, not only en-
courages tourism to the longhouse commu-
nities, they have appropriated their artistic
productions in the marketing of Malaysia to
foreigners. The Malaysian Dayaks have used
this legitimacy to make claims on the state
for financial support and administrative au-
tOI'IOI'I‘I}‘.

The role of Bali as Indonesia’s principal
tourist destination has given the Indonesian
Hindus more power to resist the central
government than the ill-fated Dayaks:

... fan) efficial argued for the codification
and enforcement of Balinese religion, as well
as for a division of authority at the village
level between administrative and religious
leaders, partly in terms of the importance of
preserving village rinals for tourism. Clearly
towrism does not provide the original moti-
vation here, but it is a convenient tool for
artempring to enlist government support...
The tourist importance of Balinese culture
has enabled the Balinese 1o resist Indone-
sianization of their educarional institutions
and generally to receive a less haughty hear-
ing in Jakarta... "%

The hill tribes of Thailand, fated to be liv-
ing in a country obsessed with Thai heritage,
the Monarchy, and Buddhism, have also no-
ticed a recent change in policy. Indeed, in-
stead of assimilation, the tourist authority
now uses Karen dolls in their international
advertising and argues for the preservation
of the attractive “‘racial characteristics”' of
the hill tribes in their tourism plans.

Conclusions

The participation of previously isolated com-
munities in the tourist art market is unques-
tionably a paradoxical agent of change.
While we may casily dismiss the naive
modernization assumption that tourist art
market participation fosters cultural progress
and economic development in some kind of
automatic way, our examples point to the in-
adequacy of a ‘‘dependency’ perspective
which argues that tourism is simply an agent
of the homogenizing and exploitative
capitalist system. Not only is it impossible
to generalize the impact tourist penetration
will have upon art and the accompanying re-
lations of production, it is also impossible to
generalize the cultural and economic struc-
turing of tourist penetration itself.

In certain isolated examples such as the fire-
walkers of Rukua and the tapa producers of

Tonga, existing internal relations of produc-
tion - be they domestic or communal - were
maintained, yet distinct economic and cul-
tural changes occurred through the connec-
tion to the tourist market. In other cases -
notably the Kamba carvers of Kenya and the
Kulebele of the Ivory Coast - more classic
capitalist relations of production emerged
along with the predictable income effects and
cultural degradation. Yet if we accept Aspe-
lin's assumption of a given desire for cash
income to access trading goods, it would cer-
tainly appear that some communities or eth-
nic groups are better off risking the ill-effects
of tourist art market participation than those
of other “contact fronts"'.

In addition to the strengths of Perez’s *‘com-
madification of culture’” hypothesis already
discussed, it would appear that another use-
ful insight from dependency theory is the im-
portance of economic and cultural
self-determination as an evaluative criteria
when analysing any particular contact be-
tween social formations. Especially in the
difficult area of differentiating cultural
renewal from ethnicity controlled and pack-
aged for touristic consumption, the ability of
a social formation to make its own cultural
and economic choices is the closest thing to
a guiding principle for development that we
can identify. 4
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