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The dances of migrant peoples are both absorbedeshdped within the cultures of cities.
As people migrate to urban centers or cross commboundaries within a city, they carry
their dance cultures with them and pass them awugir the movements of their bodies —
expressive practices that are physical languades.quality that makes a dance popular is
that it is a lived corporeal expression that evslwdth time, unregulated by rules or
notation. Some dance styles, initially rooted ipapular context, can eventually become
contained within traditions that seek standardwmrati British and American-derived
ballroom dance tradition regulated such evolvedcdanas the Cubason fixing their
movements, and thus created the “internationaléstywhich Latin dance is performed in
ballroom competitions today (Thomas and Miller, 7994).

Prior to the rise of the Internet in the 1990s,yvhitle textual description of
popular dances was available. Currently, howeveeret is an online abundance of
written information on dances that were hithertaregorded and consequently not
standardized and systematized in textual forns tifien argued that dances “frozen” by
written regulations or notation resist change amcbine standardized (Daniel, 1995: 22).
If this argument holds true, the Internet may léadnew forms of standardization.
Historians of communications media have focusedthlen concretization of cultural
forms, processes, and practices fueled by develofgmend changes in technology. A
key locus of this work is the transition from seaiitio print culture in fifteenth-century
Europe, in which the extensive production of testeh as tables, maps, charts and
dictionaries reshaped both the nature and diffusioknowledge (Eisenstein, 1979: 16).
The arrival of print engendered varying degreesiofilarity and homogeneity in the
processes of textual production, rendering inforomainore uniform and standard than it
had been in scribal culture (80). The graphic @xduial recordings of dance forms on the
Internet might be envisaged to yield parallel depeients in the mechanisms of
standardization and concretization.



A central concern of this research is whether tladifpration of written documentation
of expressive practices on the Internet servesidéotenew forms of standardization. The
aim of this paper is to introduce theoretical pecsives and methodological strategies
from which this research draws in order to broacé issue of whether the online
circulation of culture leads to an increased umifity of forms. In addressing the digital
dissemination of cultural forms, the focus of tmquiry is limited to a specific popular
practice, namely salsa dance. Furthermore, thenlkgités not envisioned as a monolithic
and homogeneous realm that stands apart from éa¢ “‘world (Nunes, 2001: 60) in this
analysis of the diffusion of dance on the InterriRather, the interaction between the
virtual world of cyberspace and the “real” worldtgide (Miller and Slater, 2000: 1)
underlies the conceptualization of the Internetwhich this research is embedded.
Consequently, both the offline history of the satkmce and music complex and its
performance in real-world locations impact how tésice is theorized in cyberspace.

Contemporary salsa is marked by a proliferationstyfes named after cities,
nations and dance traditions: New York, L.A., Coloam, Puerto Rican, Cuban and
ballroom. This diversity stems from the historysafisa. Although rooted in the cultural
heritage of nineteenth-century Cuba, this dancenamsic has developed in various cities
and nations in the Americas since the 1960s. Sadsaalso been integrated into the
English- and American-derived ballroom traditionh&eas other Latin dances such as
the rumba, cha cha and mambo have become starethrdasa in the ballroom dance
world is not regulated by fixed movements but baiilgpbon popular versions combined
with ballroom aesthetics. Although salsa stylesutate in metropolitan areas around the
globe, it is rare to find a city in which all thi/les flourish. The popularity of a particular
style or styles within a city depends on migratitiayvel and commerce. For instance,
New York salsa dominated the scene in Montrealraddbe mid-1990s, yet with the rise
of Cuban immigrants to the city and increased traweCuba, Cuban salsa has also
become popular in Montreal since the late 1990sti@hruno, 2006b).

Information about all styles of salsa can, nonet®l be found on the Internet.
Some websites are devoted to a particular rendiind some provide information about
a number of styles. Instructors often promote thesching and dancing expertise on
these sites. Through its commodification of salga a marketable product, the Internet
absorbs all possible variations of the dance thatulate around the globe in
commodified form. Just as real cities market thiéucess of cities and nations, cyberspace
absorbs urban and national cultural commodities.

In the context of the circulation of salsa stylestlee Internet, cyberspace can be
metaphorically transformed into a cosmopolitan globity. The Internet as a city
emerges in numerous writings on cyberspace datiogn the 1990s to more recent
publications (Mitchell, 1995; Graham, 2004). Builgion the writings of Michael Sorkin,
Jennifer S. Light, for instance, maintains thatreal-life cities are being increasingly
envisioned as immaterial, a link between cities aglderspaces can be more readily
established. Both actual cities and cybercitieobecmediated places devoid of material
structure (Light, 1999: 121). Sorkin notes how presday urban life has witnessed the
burgeoning of a radically new kind of metropoliscity that is detached from physical
space (Sorkin, 1992: xi). It is clear that citiasthe real world need to be grounded in a
concrete physical space, yet their dematerialinagimerges in the diminishing link that
many of them have to their specific, local geogrephLight, 1999: 120-1). In his



discussion of the filmJohnny Mnemonijc David Crane further illuminates the
interconnection between the “real” and digital aitypopular representations. He writes,
“But the film not only visualizes cyberspace astg; ats vision of the ‘real’ city owes as
much to the virtual one” (Crane, 2000: 95). Cybacsplikewise emerges as a city in the
writing of Barry Wellman and Milena Gulia, who p@y life in the virtual realm as a
lived urban reality, or more specifically as resmgli‘in the heart of densely, populated,
heterogeneous, physically safe, big cities” (Welnmend Gulia, 1999: 172). Anandra
Mitra compares the enclaves in American metropolgeeas created by early immigrants
linked by shared language and common work aredisetorganization of Internet space
and its conventions along the lines of ethnic arafgssional affiliations. Various sites
become virtual neighborhoods in which outsiders aften unwelcome and feel
uncomfortable, echoing how outsiders were once raag still be unwanted in certain
neighborhoods in offline cities (Mitra, 2000: 678).

The Internet emulates a “real-life” city through tivoits diversity and its
organization of this diversity into segmented gupy communities. As cities in the
“real” world, especially big cities in the Uniteda®es, become increasingly precarious,
unsafe and formidable, factors that have led tovemmating of urban centers and to the
fortressing of homes and neighborhoods (SardalQ)2@@e Internet could be regarded as
a more secure and manageable city. Nonethelesgjdhdhat the Internet may be more
dangerous than the “real” world is a vantage pthat surfaces in both academic and
popular discourse circulating in both online andiré circumstances. In his article
featured in the online journgbociety Todayentitled “Escaping the Cyber-Slums,”
Lawrence Kelemen, for example, claims that the oyle¢ropolis is more potentially
perilous and nefarious than its real-world courderfHe writes:

Like any metropolis, the web has neighborhoods,essafer and some horrific.

Unlike any other metropolis, the web lacks a gowesnt, laws or a police force.

The only universally acknowledged cyber-crime ie thtentional spreading of

computer viruses — infectious software programs ¢bald impair the experience
of other cyber-tourists. Beyond this, there aremmmral guidelines. A turn down

the wrong cyber-street guarantees exposure tonmaon or images at least as
corrosive as anything available in the streets evN ork, Paris, or Tokyo — and

often even worse. (Kelemen, 2007)

The cybercity is further envisioned as more thmaiatg and perilous because users can
access pornographic material that is more violewt @xplicit than what is featured in
print publications and can be exposed to the thoéahdbduction, rape, murder and
destructive relationships by predatory types whee linnocent victims in interative
forums such as chat rooms, Multi-User Domains (MYJ@sd Internet dating sites. The
Internet is also viewed as a principle cause obutig, as partners for extramarital
relationships are found on Internet dating siteslékhen, 2007). Despite claims made
that the cybermetropolis can be even more dangetwss the real-life city primarily
because the former is without governance, it seiaisthe potential perils and dangers
of the Internet are still less baneful than thokthe real world. The Internet may lead a
person to a harmful situation, but the actual ptaisharm that one might incur can be
executed only in the real world. No one can be rared online. Furthermore, a user can



always turn off his or her computer, whereas agrersho is being physically attacked in
the real world cannot turn off this world. Therefpit can be argued that the risks and
dangers of the cybercity are more manageable tiase tof the real-life metropolis.

Although the Internet resembles a global city, dileermetropolis is distinct from
the real-world city in its potential for manipulati and its diminutive size. In effect, the
Internet simulates a real-world city but in minia@u Inherent in the process of
miniaturization is the creation of diminutive forriigat mimic the real yet are more easily
manipulated and controlled. According to Susan &tewminiatures that generally
constitute the stuff of childhood such as toys dothouses are cultural artifacts that
both correspond to and manipulate objects fromntlagerial world (Stewart, 1993: 55).
Miniatures provide tamed and manageable misshapgticdtes of physical objects.
Consequently, the Internet as a miniature onlitgisialso more easily handled than its
real-life equivalent.

The miniature also engenders a realm unto itself tontains a unique logic of
time and space. To illustrate this distinct logiRtewart considers, for instance, the
miniaturization of the physical world, such as imstbrical reconstructions. These
diminutive worlds surpass the notion of time addmnisal, as well as the understanding
that events evolve in time, by transporting divelsstorical events from their past
realities and placing them together in one physpalke as though they were a part of the
immediate present (Stewart, 1993: 60). In histbmeeonstructions, calamities, triumphs
and exploits of the past are displayed in epistatiiteaux whose format provides a break
with historical narration and consequently stangsria from the background and
conditions from which they are derived. In compamisChristine M. Boyer illustrates
how reconstructions of historical sections of derteities in the United States are
converted into “historic tableaux” devised for coemgial profit. These “tableaux”
become divorced from the historical and geographidaan environment in which they
are located. Boyer notes, “But in fact these tableare the true nonplaces, hollowed out
urban remnants, without connection to the reshefdity or the past, waiting to be filled
with contemporary fantasies, colonized by wishfidjpctions and turned into spectacles
of consumption” (Boyer, 1992: 191). For instanceépiaturized commercial worlds that
are designed to attract tourists abound throughbat globe, offering scaled-down
reconstructions of the world or of a particulario@at In these diminutive commercial
spaces, the history of the globe or of a given trgus severed from its background and
context through the exhibition of the past withmimmediate present. Furthermore, the
vast history of the world or of a nation is reptexd and emblematized within the confines
of an accessible and manageable locus whose pésasan be easily consumed and
enjoyed. The Tobu World Square in Japan, for exampffers a spectacle of 102
miniature reproductions of historic relics and aettural marvels from around the world
(“Tobu World Square,” 2007). Inspired by the minia city of Moduradam, built in
Holland in 1952, Miniatlrk in Istanbul, for examplevas completed in 2003. This
historical park located along the Golden Horn iraidul exhibits miniature versions of
historical sites that relate to the history of Teykby featuring specific architectural
wonders from Istanbul, Anatolia and the one-tim@¢of@&an provinces (“Miniattrk,”
2007).

A comparison can be drawn between miniaturized osiystions of the past,
exhibited and laid out as historical tableaux ial4#world cities, and the dance styles



diffused on websites that take on the shape ofetald. The salsa styles that are
disseminated on the Internet have evolved over timearious cities, nations and
regions. Each style has a unique history thattenadieeply rooted in the past. The origin
of New York salsa, for instance, lies in tken a Cuban dance that was a part of the
cultural life of Havana in the early part of theentieth century (Balbuena, 2003: 35).
Nonetheless, theon is derived from earlier forms, namely tdanzén which can be
traced to thecontredansga French elite court dance that arrived in Cutaavarious
channels in the eighteenth century (24-5);dbealso originates with the African-derived
Cuban complex of the rumba, which is centuries (8dntos Gracia and Armas Rigal,
2002: 51). New York salsa has also been signifiganfluenced by jazz (Boggs, 1992:
99; Stearns and Stearns, 1968: 360-1), a musicdance form with a deep history in the
United States. The roots of the Puerto Rican siygesimilar to those of the New York
style since this latter version of the dance wamamily developed by Puerto Ricans
residing in New York in the twentieth century (M@&hul995: 52; Glasser, 1998: 10-11).
The salsa that is performed in Cuba today, knowth@sasinqg has absorbed an array of
Cuban dances whose origins can be traced back éumadif years. For instance, the
casinoincorporates dances of teanteria(a Yoruba-derived religion of Cuba), such as
the eleggué ogun andochosj aspects from the rumba dancedombiaandguaguancd
and patterns from theakutaandyuka (Balbuena, 2003: 96). Thmakutaand theyuka,

for instance, were performed by enslaved peoplenfrine Congo and by their
descendants (Santos Gracia and Armas Rigal, 2002 Cslombian salsa dates back to
the presence of Caribbean music in Colombia in®®0s, arriving in the country first at
the seaport of Buenaventura via black Caribbearcima@t sailors known ashombos
They brought to Colombia recordings of Cuban andr@uRican music as well as a
Caribbean style of dancing. Although what is reddrto today as the Colombia style
developed primarily through the fusion of local @obian music and dance forms with
the New York style of the 1960s, the earlier appeee of Caribbean music in Colombia
influenced these later developments (Waxer, 2082-2). The Los Angeles style is a
recent form accredited with being developed betwE290 and 2002, yet this version is
influenced by earlier forms of jazz and Latin-jadance: the swing and mambo,
respectively (“salsa dance,” 2007). The mambo, whias born in Cuba and evolved
primarily from theson was a dance craze in New York and throughouivtid in the
1950s (Daniel, 1995:44). The swing dance known has lindy or the jitterbug was
performed in the American jazz culture during tH#0ds and 1930s. Salsa has also
become one of the dances included with the LatineAcan dances of the ballroom
tradition. The absorption of salsa within ballroaeflects the history of this dance
heritage, which, in accordance with its own movenhaasthetics, has reinterpreted and
regulated various Cuban dances of the twentiettucgnFor instance, the Cubaon
which lies at the heart of contemporary salsa, méashioned and standardized, under
the name of rumba, conforming to certain rules @guilations established by the British
dance teachers of the ballroom tradition in 1946Gc{@nan, 1978: 197). With a quick
search of salsa styles, an Internet navigator aaoh liundreds of sites featuring the
popular commercial salsa styles listed above: Newk)Y Puerto Rican, Cuban,
Colombian, Los Angeles and ballroom. As illustratéte styles of salsa diffused online
have evolved over considerable periods of timeiuerde real-world locations. Their
diffusion on the Internet not only blurs the lo@ald global cultural divide, but also



effaces their historical roots by featuring allgbestyles together in a singular place, the
global metropolis of cyberspace, and at a singudant in time, the present.

How can the Internet, which comprises a gigantialme of hypertexts and
hypermedia, be regarded as miniature? The vastiesderspace does not make it any
less diminutive. Immensity, according to FrenchIgdopher Gaston Bachelard is
enclosed within the realm of the miniature. Bactitaideas concerning miniaturization
are part of his theory of space expounded uponisnuminous workThe Poetics of
Space He applies the method of phenomenology, infludnime Husserl's transcendental
phenomenology, in his exploration of how intimapaces — childhood homes, drawers,
chests, wardrobes, shells, corners and miniatura® -experienced. Husserl questioned
the basis of knowledge, claiming that we cannosire of the independent existence of
the objects around us. All we can be certain ¢fow they appear to us in consciousness
or in our minds (Eagleton, 1996: 48; Husserl, 19137-8). Bachelard consequently
integrates a phenomenological approach by envisjpmtimate spaces as produced and
reshaped through the workings of the imaginatiadme ©bjective space of a house, for
instance — its corners, corridors, cellars and ®emis less important than how it is
transformed through the imagination, a processrésmbles the creation of poetry. The
childhood home, for example, becomes imbued wghrative meaning that recasts its
concrete objective reality. Depending on the enmsti@nd rational faculties of its
dwellers, a home can become a place of joy, fealiglit, sadness or magic. The
metamorphosis of our first homes through the wagkiof the imagination renders us all
poets (Bachelard, 1958: 6). As we daydream of audltood homes, the images that we
find in the recesses of our minds are the oneswkahave forged through the poetic
processes of our imaginations, not those of thecreba “real” space (5, 6). But for
Bachelard, both the space perceived as an objeetitity and that transformed by the
workings of the imagination are equally real. Hetes, “I| myself consider literary
documents asealities of the imaginatignpure products of the imagination. And why
should the actions of the imagination not be akag#hose of perception?” (158).

Gaston Bachelard further explores the intimate sgdi¢he miniature. Immensity,
according to Bachelard, is contained with the reafrtihe miniature. To demonstrate how
the minuscule and the vast are harmonious in thiounghprovides a simple but cogent
illustration. When one looks out at the horizonstaince creates miniatures. The
miniatures on the horizon are not actually minuié lecome tiny through the mind’s
eye. The imagination captures this immensity addices it to a miniature world that can
be more easily possessed, controlled and domin@Bedhelard, 1958: 173). As
Bachelard writes, “In distant miniatures, dispardii@gs become reconciled. They then
offer themselves for our ‘possession,” while degythe distance that created them. We
possess from afar, and how peacefully!” (172). Tiglo the process of rendering the
physical world small so that it can be better psssd, values become both compressed
and enhanced in the miniature. To understand homeinsity is contained within the
miniature, one must go beyond the logic of “platodialectics” that distinguishes large
from small to the “dynamic virtue of miniature tking,” which enables the imagination
to encounter the large within the small (150). Bachelard, the “Miniature is one of the
refuges of greatness” (155).

Susan Stewart further elaborates how immensity nicompassed within the
miniature through her discussion of the rise of iatire book printing in the fifteenth



century. With the shift from manuscript to printltcwe, books were commonly
miniaturized to continue the tradition of craftsrelip and discipline inherent in the
laborious production of manuscripts. The applicati@of print technology to
manufacturing the miniature book necessitated treloes skill and mastery of craft.
Printing tiny books, for instance, required greaktdrity on the part of both the printer
and the binder (Stewart, 1993: 39). Hours and hotidemanding and fastidious labour
are needed to produce the small book. Collapsecearimbdied within the tiny space of
the miniature book is immensity, namely the in@niime involved in its creation. As the
materiality of the miniature book diminishes, thebdur involved in its production
magnifies, and consequently the significance of #mwire object increases, an
understanding of the effects of miniaturizationttbehoes Bachelard’s idea that values
become enriched in the miniature (Stewart, 1993; B&chelard, 1958: 150).
Furthermore, the book most often selected for rumization was the Bible. Immensity
and grandeur are contained within the tiny bilhe: bible, which for some stands as the
work of greatest value, also holds the world inhbit¢ past and future (Stewart, 1993:
40). According to Stewart, the miniature book alschoed the discovery of the
microscope, which enabled infinitesimally minutedamvisible worlds to become
perceptible to the human eye (40). The microscagsembles the workings of the
miniature, as it uncovers the immensity that islesed within the miniscule: when one
looks into the microscope, tiny and once imperddptworlds appear massive. Bachelard
elucidates the symbolic correlation between therosimope and the greatness that the
miniature harbours when he writes, “If a poet lodk®ugh a microscope or a telescope,
he always sees the same thing” (Bachelard, 1958:217

The philosophy of Bachelard and the literary cigtin of Stewart pertain to the
virtual sphere of the Intern®tAlthough it has been visualized as space (Mirzc&D2:
164), the Internet is simply a communication tdwhttdisseminates information. The
Internet is in reality a mere assembly of computswssnmunicating via the TCP/IP
protocol (Hine, 2000: 27). Yet the imagination —biti@aed by Internet users, Internet
entrepeneutsand cyberspace writers — projects a world ontdnternet, transforming it
into space, and in this specific context, into @abgl city (Nunes, 2001: 65). In order for
users, who are secluded in their homes or offitegnvision themselves linked to an
immense city, they need to produce this space hygeting it with images that recast it
as a virtual sphere. The separate page that thesugewing becomes a part of a gigantic
realm. In light of the ideas of Bachelard and Stewaastness becomes contained within
the miniature space of the webpage through the imgskof the imagination. The
imaginations of users enclose a virtual global eiighin the diminutive locus of the
computer or laptop screen. Moreover, this immengéadi city in turn becomes small
through its accessibility by being virtually at thiagertips of its users, which further
renders it tamed and controllable. Horrendous @&ainingly chaotic events of the “real
world,” for instance, can be captured on the Irggrnvhere their containment in this
virtual space seems to render them more managesiblee the hanging of former Iraqi
dictator Saddam Hussein on 30 December 2006, omiteos of this execution, for
example, have been featured on the Internet (“Ueeédtaddam Hanging Video,” 2007).
Although these gruesome video images, replayed tféeactual hanging, allow viewers
to relive the barbarity and brutality of the evetiteir horror is somehow diminished
through the presence of these images within thenditne sphere of the online video,



which can be controlled and manipulated by useng [hternet as a virtual global city,
with all its horrors and delights, is produced amanaged through the imagination of its
users, who envision its grandeur from the miniagjpace of their computer screens.

Although individuals are involved in constructings virtual global city through
the workings of the imagination, the deploymentha imagination is collective. Arjun
Appadurai observes how the mechanisms that undbeigprocesses of globalization —
media and migration — exert a paired effect on ithagination, producing imagined
selves and imagined worlds (Appadurai, 1996: 3)thWhe technological developments
that have occurred over the past century, the inaigih in recent times has
metamorphosed in Appadurai’s vision into “a colileetsocial fact” (5). The imagination,
within the contemporary context, is no longer coedfl to the spheres of art, myth and
ritual but is an essential part of the daily memtatk of ordinary people (4). In light of
the link between imagination and technology, vilityds not an inherent feature of the
Internet but a social accomplishment (Miller andt&i, 2000: 6) that is brought about
through the collective deployment of imagination.

The Internet envisioned as a miniature city is pozdl by hypertexts; textuality
plays a part in the creation of the digital metigpoAt the current stage of its
development, the Internet is comprised primarilyteodts (Hine, 2000: 50). However, as
processing and memory capacities continue to expaedinternet will be increasingly
filled with videos. For now, as the textual dimamsbf the Internet remains pronounced,
its virtual spatial dimension continues to be adahrough users’ reading and writing of
texts. Gaston Bachelard draws a link between tkieaied the contemplation of spdte.
Referring to the childhood home, which remains hesp inscribed in our bodies and
imaginative faculties, he says that when we startetad a description of another’s
childhood home, a place that can never be fullywag in words, we quickly leave the
text and begin imagining the spaces of our ownspast Bachelard notes, “It therefore
makes sense from our standpoint of a philosophijterfature to say that we ‘write a
room,” ‘read a room, or ‘read a house” (Bachelal®58: 14). Whereas Bachelard’s
work proposes that through reading and writing,cepaare forged in the mind, Henri
Lefebvre compares the city to a boosg writing, envisioning the entire urban sphere in
textual terms (Lefebvre, 1996: 117). The inhabgaoftthe metropolis create this book —
and consequently the city — when it is a lived arbaciety and not merely an object of
cultural consumption (117), a trend that, accordmgefebvre, has led to the demise of
urban life. He writes, “In this way the urban is mmr less theeuvreof its citizens
instead of imposing itself upon them as a systesnara already closed book” (117).
Another analogy can be drawn between, on the oné, lew the imagined global city of
the Internet is produced and created by the wstioigweb authors and users’ responses
and, on the other hand, Lefebvre’s vision of thg ab a literary work, written and read
by its citizens. However, this analogy is problematithin the context of Lefebvre’s
work: given that he seeks the revitalization ofesitas lived urban spaces, transporting
the concept of the city into cyberspace appearsniermine his vision of the vital
potential of cities. It seems, nonetheless, thé¢hee’'s metaphor of the city as a book
resonates as much (if not more) in the virtualmeaf the Internet as it does in the real
circumstances of actual city life.

Global salsa dance styles are circulated on theriat primarily through texts, a
diffusion that in turn renders the space of thernmét a virtual global city. Here, a key



question must be broached: does the removal ofa sddscing from its historical
circumstances and concrete lived realities via cit€ulation as texts, within this
miniaturized and thus controllable virtual city epa facilitate processes of
standardization? One way to determine whether thssemination leads to a
standardization of movements is to conduct a Vitlanography of these salsa websites.
With the intersection of poststructural-based thigorcertain branches of anthropology,
ethnographic description is seen less as a reafisttount of culture and more as a text
resembling a work of fiction (Clifford and Marcu$986: 6; Hine, 2000: 52) that is
created by the ethnographer's embodied and reBlexingagement with a particular
culture. Ethnography faces an epistemological grisican no longer justify claims to
represent culture or to authentic knowledge (HR@QO: 42). InVirtual Ethnographies
Christine Hine deploys the roots of this crisisilhystrating how the textual component
of the ethnographic process has creative and gitatapplications for online
ethnography. Given that Internet use is a procéssaaling and writing texts, the task of
the online ethnographer could be to analyze théeobof these texts and to establish the
meanings that are produced through the associatéaht practices (50). In terms of salsa
research, web authors who promote either a givésa style or various forms of the
dance can be interviewed online for an interpretatof their practices; the textual
responses of users to styles outlined on these e also be analyzed.

Ethnography has typically been an interactive meda which the ethnographer
actively engages with a culture. How, then, canaihaysis of texts constitute interactive
research? Ethnographic research has been doneteyacitive sites such as Internet
Relay Chat (IRC),Multiple-User Domains (MUDs) anewsgroups, but conducting an
ethnography of static webpages seems more probterfldine, 2000: 50-1). With
ethnographic investigations privileging speech, eHinlaims that texts have been
overlooked as ethnographic material. Texts suchubebooks, manuals and codes of
practice are, nonetheless, viable objects for effaphic inquiry since they present and
shape reality and are entrenched in practice. Rstamce, the 1924 decision by the
Imperial Society of Teachers of Dancing to standa&rdallroom dances such as the
waltz and fox trot, and to regulate them in ruldk®owas in response to what they
considered the anarchic behavior of young peopltherdance floor, a backlash against
the swing dances of the 1920s and 1930s with frenetic moves and rise in individual
expression (Buckman, 1978: 194). The present angjiof dance styles online either
through textual description or through forms ofatimin provides a record of lived dance
practices and, in the process of freezing thenmaxtutl form, may transform and reshape
them. Once a text has a cultural context in whictan be situated, it is no longer merely
a static piece of writing but becomes a concretn fof interaction that can be circulated.
The descriptions of salsa on the Internet are #ngaging with an ongoing and lived
practice that thrives in cities throughout the orl

As noted earlier, the tableau-like structure of pages removes the dance
information that circulates on the Internet fronthbas historical and geographic offline
circumstances. How, then, can the online textuatwations continue to connect with
lived practices in offline cities? Brian Massumii®rk on theconnectibilityof concepts
to their original context once they are uprooted loa useful here to resolve this paradox.
He argues that when a concept is removed fromeh&ank of concepts from which it is
derived, it remains linked to this network: “In ethwords, the concept carries a certain



residue of activity from its former role” (Massur@ip02: 20). He envisions this “residue”
not in purely static terms but as a kind of rhyttivat operates in relations of motion and
rest. Massumi borrows from scientific concepts apglies them to the humanities. For
instance, drawing from geological sciences, herdesx how the ground is not still but
full of motion. Immobility is artificially createdhrough the mechanism of measurement,
which attempts to freeze what is in perpetual fidis theory of movement, inspired by
science, enables a reassessment of the binary éretfibety and mobility in cultural
theory (10). Massumi’s insights can therefore bglieg to the uprooting of dance from
lived circumstances in order to reconfigure thdmtiss as rigid texts: Latin dances
transmitted in written language on the Internetdiseonnected from their historical and
geographical links as well as from their actuaf@enance in lived circumstances. Yet
these textual fixings contain within them a certdegree of connection to their former
context, a vestige of their expressions as liveslentents in real-life circumstances.

My virtual ethnographic research of salsa websigean ongoing process as |
continue to contact web authors through onlinerwiegvs. As Christine Hine points out,
however, it is far easier to study the work of progks than of consumers: users leave
behind fewer traces. One way for the online ethapiger to understand what it is like to
be a user is to become one; therefore, my ethnbgregmnsists of surfing the Internet and
collecting data from both English- and Spanish-leage websites in order to start
interpreting their descriptions of dance styleslyfEathnographers typically traveled to a
given bounded location, which became the field sftéheir research, and sought out a
holistic account of a given culture. The field sifethe virtual ethnographer, according to
Christine Hine, is not a fixed site but a field refations (Hine, 2000: 60). The online
ethnographer is less concerned with being in daqpdat place than with the process of
getting there (62). Online ethnography becomeagss of following connections rather
than striving for holism. Grasping a holistic pietwof the salsa scene on the Internet is
unrealistic, as the boundaries of the field sielftare unstable; where they end and begin
cannot be ascertained. The user moves from one agebpo the next, traveling
horizontally and laterally, without ever being ftkeat a particular point. Just as
cyberspace has been compared to Gilles Deleuzd-alixi Guattari’'s concept of the
rhizome, the field site of virtual ethnography, buld add, also assumes a rhizomatic
structure. In summarizing its main attributes, Deke and Guattari write that “unlike
trees or their roots, the rhizome connects anytgoirany other point, and its traits are
not necessarily linked to traits of the same natitrdrings into play very different
regions of signs, and even nonsign states” (DelangeGuattari, 1987: 21). They further
elaborate that “A rhizome has no beginning or ehd always in the middle, between
things, interbeingintermezzd (25).

The interconnection between standardization oticailand digital communication
can be researched by conducting virtual ethnogespbi salsa websites. In the current
stage of my research, | have noticed a desireatndardize salsa in the ballroom world
surfacing online. For instance, the majority of @eribbean-based dances that are part of
the Latin side of contemporary ballroom — knowmasmbo, cha cha and rumba — have
been derived from outmoded dances, respectivelyrthmbo, the cha cha cha and the
son that were once popular crazes in cities suches Xork. Since these Latin dances
no longer thrive in popular contexts, the standdhdd have been created by ballroom
rules and regulations cannot be threatened by ldette practices. Salsa, on the other
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hand, remains a contemporary popular global craaethrives in actual circumstances.
Consequently, the different styles that circulat®@aghout the world influence how salsa
is danced in ballroom circles. In my opinion, theéstence of these diverse styles partly
hinders the development of one standard ballroarditien. Nevertheless, The Internet
may accelerate processes of standardization. lartlede “What Is Salsa: Is It Mambo in
Disguise?” the online writer Armando reveals hisagipointment that, unlike mambo,
salsa does not have a standard and that consegaagthing seems permissible in dance
competitions. He writes, “Are we who have a passion Salsa ready to organize
ourselves and establish a standard? Will Sals#lyfiba given its deserving place among
the other established dances recognized by thelwolé dance community?” (Armando,
2003).

It remains to be seen whether the disseminaticgalsi on the Internet in textual
form will lead to decreased diversity of dance pcas in popular lived contexts,
including ballroom circles, or whether the interaty, accessibility and speed of the
Internet will facilitate ongoing revisions of livedlance practices and challenge
mechanisms of standardization. This paper illun@satarious theories and research
methods in which the issue of the standardizatibrcudture on the Internet can be
embedded and by which it can be further explored.
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1

Notes

! Mark Nunes describes how Jason Chapnik and otliezpgeneurs have regarded the Internet as a
global city. Their vision is based on how the Intris comprised of an urban web of information
flows (Nunes, 2001: 64).

2 The invention of the microscope in 1590 can be extitdd to two Dutch spectacle makers,
Zaccharias Janssen and his father, Hans Janssemethétess, Anton von Leeuwenhoek
(1632-1723), who discovered the microorganismsulbstances such as bacteria, yeast, blood and
water, is regarded as the father of microscopyli®B&007). The invisible organisms made visible
through the microscope captured the imaginatiothé eighteenth century and also revealed the
great strides that were being made in science (hgp&nd Noggle, 2006b: 2063).

Just as Gaston Bachelard sees a symbolic link leatiree microscope and the miniatures
created by literary means (Bachelard, 1958: 1535 possible that the microscope influenced the
literary imagination of eighteenth-century Englighiters. For instance, enclosed in Alexander
Pope’s mock-epic, The Rape of the Lock, are aimiliant and glittering miniature worlds
(Pietrobruno, 2006a). And in Gulliver's Travelspathan Swift tantalizes the reader’s imagination
with his description of the miniature city of Lplut (Lipking and Noggle, 2006a: 2323).
®In previous work, | have drawn a connection betwesninternet and miniaturization in light of
the work of Gaston Bachelard and Susan Stewartr¢Bieino, 2006b: 211-12). Furthermore,
Vivian Sobchack has applied the theories of Bacledad Stewart on the miniature to an aspect of
digital technology. She expounds on the procesdeminiaturization that arise through the
transmission of “little movies” in the digital olgjeQuick Time (Sobchack, 1999).

* Edward Said has further drawn a link between éxé @nd the creation of space. In Orientalism,
Said elucidates how the space of the Orient wasrgésd through texts. Over hundreds of years,
Western scholars from a wide array of fields wiaeut the Orient according to their own dreams
and fantasies. The Orient produced through litenaegns is consequently an imagined space, or an
“imagined geography” (Said, 1979: 49-73). Furthemman his vision of how the space of the
Orient is imagined, Said draws on the writing ost@a Bachelard (Said, 1979: 54-5).

> The book as a city resonates in the writing of Nié&arcia Canclini. In introducing his work
Hybrid Cultures: Strategies for Entering and LegviMiodernity, Canclini writes, “Maybe this text
can be used like a city, which one enters via thth @f the cultured, of the popular or of the
massified. On the inside, everything gets mixeattiogr; every chapter refers to all the others and
thus it is not important to know the approach bychtone arrived” (Canclini, 1995: 3).

References

Appadurai, Arjun. 1996. Modernity at Large: CultuEaimensions of Globalization. Minneapolis:
University of Minnesota Press.

Armando. 2003. “What Is Salsa? Is It Mambo in Disg@” The World’'s Largest Latin

Entertainment Magazine. 30 June. http://www.damarcom/stories/mamsals.htm.

Bachelard, Gaston. 1958. The Poetics of SpaceimeBoston: Orion Press, 1994.

Balbuena, Béarbara. 2003. El Casino y La Salsa ebaCla Habana, Cuba: Editorial Letras
Cubanas.

Bellis, Mary. 2007. “The History of the Microscopdow the Light Microscope Evolved.” About

Inventors. 4 February. http://inventors.about.caihftstartinventions/a/microscope.htm.

Boggs, Vernon. 1992. “Founding Fathers and Chang€xban Music Called Salsa.” In Vernon
Boggs, ed., Salsiology: Afro-Cuban Music and thelktton of Salsa in New York City, 97-105.

Westport, CT: Greenwood.



Boyer, Christine M. 1992. “Cities for Sale: Merchiging History at South Street Seaport.” In
Michael Sorkin, ed., Variations on a Theme Parke New American City and the End of Public
Space, 181-204. New York: Hill and Wang.

Buckman, Peter. 1978. Let's Dance: Social, Ballrommd Folk Dancing. New York: Paddington
Press.

Canclini, Néstor Garcia. 1995. Hybrid Cultures:agigies for Entering and Leaving Modernity.
Trans. Christopher L. Chiappari and Silvia L. Lop®linneapolis, MN: University of Minnesota
Press.

Clifford, James, and George E. Marcus, eds. 1986ty Culture: The Poetics and Politics of
Ethnography. Berkeley, CA: University of Califorrtaess.

Crane, David. 2000. “ In Medias Race: Filmic Repraation, Networked Communication and
Racial Intermediation.” In Beth E. Kolko, Lisa Nakara and Gilbert B. Rodman, eds., Race in
Cyberspace, 87-115. New York and London: Routledge.

Daniel, Yvonne. 1995. Rumba: Dance and Social Cham@ontemporary Cuba. Bloomington and
Indianapolis: Indiana University Press.

Deleuze, Gilles, and Felix Guattari. 1987. A Thaowk®lateaus. Minneapolis, MN: University of
Minnesota Press.

Eagleton, Terry. 1996. Literary Theory: An Introtion. 2nd ed. Minneapolis, MN: University of
Minnesota Press.

Eisenstein, Elizabeth L. 1979. The Printing Pressaa Agent of Change: Communications and
Cultural Transformations in Early-Modern Europe. V. Cambridge: Cambridge University
Press.

Graham, Stephen, ed. 2004. The Cybercities Readedon and New York: Routledge.

Hine, Christine. 2000. Virtual Ethnographies. Lond8age.

Holmes, David. “Virtual Globalisation: Introductidnn David Holmes, ed., Virtual Globalization:
Virtual Spaces/Tourist Spaces, 1-53. London and Mevk: Routledge, 2001.

Husserl, Edmund. 1913. “Ideas.” In Julie Rivkin aMichael Ryan, eds., Literary Theory: An
Anthology, 2nd ed., 137-41. Oxford: Blackwell, 2004

Kelemen, Lawrence. 2007. “Escaping the Cyber-Slubmdine Dangers and Practical Responses.”
Society Today. 22 January. http://www.aish.commsiytVork/society/Escaping_the Cyber-
Slums.asp.

Lefebvre, Henri. 1991. Production of Space. Oxf@idckwell.

---. 1996. Writings on Cities. Oxford: Blackwell.

Light, Jennifer S. 1999. “From City Space to Cypexe.” In Mike Crang, Phil Crang and Jon
May, eds., Virtual Geographies: Bodies, Spaces R@lations, 109-30. London and New York:
Routledge.

Lipking, Lawrence, and James Noggle. 2006a. “Geilsr Travels.” The Norton Anthology of
English Literature. In Stephen Greenblatt, ed., Nbeton Anthology of English Literature, 8th ed.,
vol. 1, 2323-24. New York and London: W.W. Norton.

---. 2006b. “The Restoration and the Eighteentht@gti In Stephen Greenblatt, ed., The Norton
Anthology of English Literature, 8th ed., vol. D57-82. New York and London: W.W. Norton.
Glasser, Ruth. 1998. “Buscando Ambiente: PuertoamidMusicians in New York City,
1917-1940.” In Ray Allen and Lois Wilcken, edslatel Sounds in the Global City: Caribbean and
Popular Music and Identity in New York, 7-22. NevorK: New York Folklore Society and the
Institute for Studies in American Music, Brooklymiige.

Manuel, Peter. 1995. Caribbean Currents: Caribliasic from Rumba to Reggae. Philadelphia:
Temple University Press.

Massumi, Brian. 2002. Parables for the Virtual: Moent, Affect and Sensation. Durham and
London: Duke University Press.



Miller, Daniel, and Don Slater. 2000. The Interné&&n Ethnographic Approach. Oxford:
International Publishers.

“Miniatirk.” 5 February 2007. World Association ofNewspapers. http://www.wan-
press.org/article3129.html.

Mirzoeff, Nicholas. 2002. “Introduction to Part Qn@lobal/Digital.” In Nicholas Mirzoeff, ed.,
The Visual Culture Reader, 2nd ed., 161-9. Londuhdew York: Routledge.

Mitchell, William J. 1995. City of Bits: Space, & and the Infobahn. Cambridge, MA: MIT
Press.

Mitra, Anandra. 2000. “Virtual Commonality: Lookirfgr India on the Internet.” In David Bell and
Barbara M. Kennedy, eds., The Cybercultures Re&dé94. London and New York: Routledge.
Nunes, Mark. 2001. “Ephemeral Cities: Postmoderbadism and the Production of Online
Space.” In David Holmes, ed., Virtual Globalizati®irtual Spaces/Tourist Spaces, 57-76. London
and New York: Routledge.

Pietrobruno, Sheenagh. 2006a. “Alexander Pope’sRidpe of the Lock and the Miniature.” Public
Lecture. Department of English, University of Anrsem, 28 November.

---. 2006b. Salsa and Its Transnational Moves. kamhMID: Rowman and Littlefield.

Said, Edward W. 1979. Orientalism. Reprint, New R/ &fintage Books, 1994.

“salsa dance.” 5 February 2007. Wikipedia. http:iiekipedia.org/wiki/salsa_dance.

Santos Gracia, Caridad, and Nieves Armas Rigal22D@nzas Populars Tradicionales Cubanas.
La Habana, Cuba: Centro de Investigacion y Dedarde! la Cultura Cubana Juan Marinello.
Sardar, Ziauddin. 2000. “Alt.Civilization.Faq: Cylspace as the Darker Side of the West.” In
David Bell and Barbara M. Kennedy, eds., The Cybléuces Reader, 732-52. London and New
York: Routledge.

Sorkin, Michael. 1992. “Introduction: Variations an Theme Park.” In Michael Sorkin, ed.,
Variations on a Theme Park: The New American Citg ¢he End of Public Space, xi—xv. New
York: Hill and Wang.

Stearns, Marshall, and Jean Stearns. 1968. JaazD&he Story of American Vernacular Dance.
Reprint, New York: Da Capo, 1994.

Stephens, Mitchell. 1998. “Which Communication Ration Is It, Anyway?” Journalism and
Mass Communications Quarterly 75, no. 1 (Spring)39

Stewart, Susan. 1993. On Longing: Narratives of Nheiature, the Gigantic, the Souvenir, the
Collection. Durham and London: Duke University Rres

Sobchack, Vivian. 1999. “Nostalgia for a Digital j@tt: Regrets on the Quickening of Quick
Time.” Millennium Film Journal, no. 34 (Fall): httpvww.mfj-
online.org/journal/Pages/MFJ34/VivianSobchack.html.

Thomas, Helen, and Nicola Miller. 1997. “BallroonitB” In Helen Thomas, ed., Dance in the
City, 89-110. New York: St. Martin’s Press.

“Tobu World Square.” 5 February 2007. http://wwvatiovs.co.jp/default-en.html.

“Unedited Saddam Hanging Video.” 5 Febrary 2007. o@e  Video.
http://video.google.com/videoplay?docid=55430852r3101921.

Waxer, Lise. 2002. “Llegoé la Salsa: The Rise ok8ah Venezuela and Colombia.” In Lise Waxer,
ed., Situating Salsa: Global Markets and Local Niegm Latin Popular Music, 219-45. London
and New York: Routledge.

Wellman, Barry, and Milena Gulia. 1999. “Virtual @munities as Communities: Net Surfers
Don’t Ride Alone.” In Mark A. Smith and Peter Kotlo, eds., Communities in Cyberspace,
167-194 London and New York: Routledge.






