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I I 1 he three papers, in very differ-
ent ways, deal with questions of
reproduction, from the good and

the bad, so to speak, to the ugly—the
assimilation of American popular music
by "coloureds" in South Africa discussed
by Carol Ann Muller; the appropriation
of indigenous cultures in New Zealand,
the subject of Peter Shand's paper; serial
murder in the USA, discussed by Philip
Jenkins. Each discusses the legitimacy of
"copying," and shows how it can indi-
cate both orthodoxy and deviance, self-
expression and lack of originality, conti-
nuity and appropriation. It seems clear
that the context of the copying as much
as and perhaps more than the object of
the copying is what raises the complex
issues discussed by the three authors.

Seriality, reproduction, and copying
are subjects that have been discussed in
folkloristics mostly under other names.
Hans Naumann's concept of " gesurnkenes
Kulturgut'inthe 1920s saw the reproduc-
tion of elements of high culture by the
lower social classes as characterizing
much folklore materials. The passing of
literary tales into oral tradition has been
studied in many contexts. The notion of
tradition, central to the discipline for
much of its history, has conventionally
been understood as a form of reproduc-
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tion and in that sense the "tradition
bearer" (a rather dubious term to say the
least) is someone who copies. Ritual can
be linked both to seriality, referring to
regular succession, as well as to repro-
duction, since it should follow a pre-
scribed form in its performance and of-
ten imitates a myth or an aspect of a
myth.

But copying presupposes that the
copy is as stable a form as the original.
The difficulty of the notion of the copy
in folklore is that folklore itself—rather
like language—is usually understood as
being anonymous, communal, and char-
acterized by variation, where the
superorganic "original" exists only in the
virtual world of /z7zgue or competence or
Aarne-Thompson type, and the "copy"
alone—purole, performance, version—
has an objective existence, even if only
in the moment of utterance. If variation
characterizes an art form, then can the
notion of ownership even exist, and if
ownership, copyright? Copying, after all,
presupposes an original. Still, J.H.
Delargy has shown in "The Gaelic Sto-
ryteller" that storytellers could have
some sense of ownership of tales. He tells
of a storyteller who was anxious that his
rival should not hear a tale he told and
was particularly proud of. About to be-
gin his tale in a house one night he asked
was his rival present. Satisfied that he
was not he told his favorite tale, where-
upon therival emerged from hiding call-
ing out "I have the tale now in spite of
you!", immediately began to tell it, and
finished as dawn was breaking (Delargy
1945, 200).

The jealous storyteller, of course, did
not invent the tale, which he had ac-



quired in the same way that he acquired
the rest of his repertoire. But the fact that
the tale was not widely known gave him
a certain advantage over his rival, and
the advantage depended on the rival re-
maining ignorant of it. This is still not
the same as intellectual property, though
ownership of a kind may accrue from an
admired individual interpretation. An-
thony McCann's work on the controver-
sial expansion of the Irish Music Rights
Organization into the domain of tradi-
tional music shows how itled to an even-
tual contractual agreement with the prin-
cipal traditional music organization un-
der the terms of which "traditional mu-
sic in its original form" was free of copy-
right, whereas recognized individual in-
terpretation was not (McCann 2002, 70).
This question of authorship and autho-
rization is one of the issues discussed in
depth in Peter Shand's complex and en-
lightening article on intellectual property
rights and indigenous arts.

Copyright can threaten as well as pro-
tect a community's cultural heritage.
Privatizing the cultural resources shared
by a community is a form of alienation
and—notionally, at least—breaks the
chain of transmission by which cultural
traditions span the past, present, and
future. According to Sven Liitticken,
"[w]e have reached a strangely archaic
state of civilization, where the idea of
emulation has given way to the taboos
of copyright—as if Barbie and Harry
Potter were images of gods guarded by
a caste of priests, and to make
unsanctified use of them were blasphe-
mous" (Litticken 2002, 90). The band
Negativland argue that "cultural evolu-
tionisno longer allowed to unfold in the
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way that pre-copyright culture always
did. True folk music, for instance, is no
longer possible" (Litticken 2002, 89).
Capitalist society at least acknowledges
this problem with time limitations on
copyright, after which the work of art
falls into the public domain. At the time
of writing, a case in the US Supreme
Court is challenging the success of ma-
jor players in the culture industries, such
as Disney, in repeatedly extending their
copyright beyond the usual expiry date
("Larry Lessig vs. Hollywood," (Tricago
Tribune, 9 October 2002).

Culture as an intellectual commons,
to which all members of a community
have access as a resource for building the
future, is a metaphor widely used in the
context of the privatization of the world's
cultural and natural heritage. While the
medical and agronomic knowledge pro-
duced by non-Western cultures—re-
ferred to as indigenous or traditional
knowledge—has been treated as nature,
and subjected to various forms of exploi-
tation from patenting to genetic engi-
neering, the Romantic cult of the artist's
originality and autonomy underlies the
copyrighting of cultural heritage in the
West (cf. Sheri J. Tatsch, review of On
Biocultural Diversity: Linking Language,
Knowledge, and the Environment, edited by
Luisa Maffi, in this volume).

(i)
The intellectual commons is very differ-
ent to the right to appropriate at will from
other cultures. The concept suggests a
reciprocity based above all on relative
equality, which is not a characteristic of
the relationships between indigenous
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peoples and settler peoples. But neither
is it a characteristic of the relationships
between the traditional arts and the for-
mal systems of commerce and law. In
practice it is often difficult to distinguish
between notions of the indigenous, the
traditional, and the popular, which are
modern notions and indeed are con-
structed as the other of modernity. In
some ways they coincide with Gramsci's
notion of the subaltern. Both the indig-
enous and the traditional may also rest
on ethnic distinctiveness, and the former
nearly always so, but they are subject to
the control of the state and national soci-
ety.

The modern state wishes to integrate
both "the traditional" and "the indig-
enous" into national life. The industrial
era, contends Ernest Gellner, is the age
of a universal high culture (Gellner 1983,
35), and he argues that in the develop-
ment of the modern European nation-
state the options for folk culture were
either "induced oblivion" or "created
memory" (Gellner 1996, 139). In the lat-
ter case, where high culture was usually
of foreign origin, traditional culture was
appropriated to provide a symbolic un-
derpinning for the modern nation-state.
Traditional cultures since the time of
Herder have been appropriated as na-
tional culture: this is Gramsci's notion of
the "national-popular," exemplified in
the creative ambiguity of the German
word "Volk": nation, people, and plebs
(see Forgacs 1993, 187-188). The value of
traditional culture to Herder was that it
reproduced the Volksgeist. This did not
preclude high culture from doing like-
wise, although in practice it did not; that
was the reason for Herder's project of cre-
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ating an authentic German literature.

Indigenous groups, though incorpo-
rated into the wider society through state
institutions and capitalism, have rarely
(the exceptions being Latin American)
provided a symbolic foundation for the
modern nation-state. Indigenous cul-
tures, like European traditional cultures,
have been idealized from the pre-Ro-
mantic to the postmodern eras as implicit
or explicit challenges to modernity, but
their specificity, their authenticity, de-
pended on their distance from moder-
nity. The "noble savage" to Rousseau and
folk culture to the Romantics were meant
to relativize the universalist claims of
European high culture in the way that
"indigenous knowledge" today
relativizes the Western episteme (cf.
Gupta 1998, 172, 179). European folk
culture's symbolic value, though, unlike
that of indigenous culture, was above all
in the national domain, and copyright of
the consequent folklore archives rested
not so much with the contributors or
their descendants as with national insti-
tutions.

It is dominant groups in society who
determine which cultural elements are
superior and worthy of being preserved.
Subaltern groups may create cultural
products of great aesthetic value, as
Néstor Garcia Canclini points out, but
they have not the same possibilities to
accumulate these products over time, to
elaborate them through formal training
and institutionalization, and to gain rec-
ognition for them as part of the general
cultural heritage (Garcia Canclini 1995,
137). Gramsci depicted folklore as "a con-
ception of the world and life" that was
not elaborated or systematic since these



latter qualities are in fact characteristic
of hegemony (Gramsci 1985, 189). With-
out this elaboration, it is more difficult
to protect cultural products through
copyright.

Claude Grignon and Jean-Claude
Passeron see cultural relativism as attrib-
uting autonomy to popular cultures, but
to doso "itmust. .. treat dominated cul-
tures as if they were not so." An alterna-
tive position they outline refuses to ig-
nore the relationships of force underly-
ing the various statuses of different
groups constituting a legitimate social
order. Where "the populist marvels at
discovering the symbolic treasures in a
popular culture. . . the bourgeois like the
misérabiliste sees only penury" (Grignon
and Passeron 1989). Néstor Garcia
Canclini extends this argument. He ar-
gues that "the majority of the texts on
craftwork, festivals, and traditional mu-
sic catalogue and exalt popular products
without situating them in the logic
present in social relations. They limit
themselves . . . to listing and classifying
those pieces . . . which stand out by their
resistance or indifference to change"
(Garcia Canclini 1993b, 65-67, 71-73). The
process of identifying this "resistance or
indifference to change" is a form of elabo-
ration whereby popular artistic forms are
"fixed" by the collector. As such they are
more easily owned and copyrighted.
Barbara Kirshenblatt-Gimblett has
pointed out that the process of collection
creates scarcity, and turns serial ethno-
graphic objects into singular artifacts
that, because of their singularity, acquire
the aura of the art object (Kirshenblatt-
Gimblett 1991, 388-393).

The development of markets for
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"primitive art" and "folk art" in the twen-
tieth century led both to their "promo-
tion" to high art, through institutions of
patronage such as collectors, specialist
journals, and galleries, which empha-
sized singularity, and to the place-spe-
cific, "typical," qualities of tourist kitsch,
which depended on mass production.
But these cases may not represent appro-
priation as such since the indigenous or
folk producer may supply the market. It
is when the outsider enters the picture
that the accusation of appropriation
comes into play. Hence, looking at the
appropriation of indigenous cultural
products, Peter Shand sees a divide in
practice between "a commercial use with
high intellectual pretensions (the fine arts
market)" and a "more base and more ex-
plicitly commercial exploitation." He
defines appropriation "as a mode of cul-
tural engagement [that] is dependent on
an ability to separate a given object or
design from its cultural milieu for the
purposes of its employment in a differ-
ent one," pointing out that "it is predi-
cated on formalist assumptions as to the
recognition and meaning of cultural heri-
tage."

This definition is not that far removed
from Lauri Honko's notion of "the sec-
ond life of folklore," referring to folklore
material being used "in an environment
that differs from its original cultural con-
text," and Honko makes a convincing
case for the rejection of more negative
notions in order "to try to restore the re-
search value of events in the second life
of folklore to something approaching
their indisputable cultural value"
(Honko 1991, 43). Néstor Garcia Canclini
argues that what he calls "cultural recon-
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version" prolongs the existence of tradi-
tional cultural forms by articulating them
to modern processes:

cultural reconversions, in addition to
being strategies for social mobility, or
for following the movement from the
traditional to the modern, are hybrid
transformations generated by the
horizontal coexistence of a number of
symbolic systems. . . . High, popular,
and mass art nourish each other re-
ciprocally. (Garcia Canclini 1992)

Still, Shand does not quite accept the
postmodern position that "all forms of
cultural production occur within a com-
plex field of interaction, quotation, and
re-quotation." He supports the conten-
tion that "to try to isolate the koru [a
much appropriated Maori pattern] in
any way would stifle its ability to com-
municate and participate in contempo-
rary culture." Shand argues that "it is not
clear that the languages (linguistic, artis-
tic, symbolic) of indigenous peoples are
so 'cutloose," though his contention that
"language is what sustains people,"
backed up by a Maori saying that when
language is lost "humanity will be lost,"
is a rather Herderian argument.

In settler societies, settlers' culture is
often experienced as imitative and pro-
vincial, a copy lacking both the metro-
politan sophistication and the sense of
place of its European source. "We Brazil-
ians and other Latin Americans con-
stantly experience the artificial, inauthen-
tic and imitative nature of our cultural
life," as Roberto Schwarz has put it in a
celebrated essay (Schwarz 1992, 1). Ele-
ments of indigenous culture have often
been subject to appropriation for that
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reason, though within limits, since
indigeneity also points to prior owner-
ship of and a continued moral claim to
the land. Symbols of national identity or
national qualities taken from nature in
settler societies—bald-headed eagles,
maple leaves, kiwi birds, kangaroos,
sabras (though let it be said that this is a
special case)—in part sidestep that prob-
lem.

Colonialism has decimated indig-
enous communities. Every indigenous
language in the Americas, Australia, and
New Zealand is endangered. Indigenous
peoples are alienated from their own eth-
nic traditions and yet excluded from
equal membership in the dominant set-
tler society. Not unaware of modern po-
litical ideas, they have a variety of atti-
tudes towards their own heritage. Defin-
ing a community is difficult in ethno-
graphic practice, while legal definitions
are inevitably conservative and fossiliz-
ing. The community's own depiction of
itself may represent a traditional ideal of
cultural reproduction, while the state's
understanding of the community may be
the product of the bleak statistics of its
own most interventionist agencies. The
ideal self-definition of the community
may be part of an attempt to "hold" his-
tory when history has been experienced
as a succession of catastrophes, but it can
also silence voices within itself. Defini-
tions of the community essential to the
legal protection of community-based
cultural products are thus fraught with
difficulty.

If indigenous culture has become
greatly weakened, it may be more diffi-
cult to distinguish its products from
those of the rest of the population. Beate



Sydhof has referred to such a problem
in the case of European "folk art": "We
have assigned it the role of a concept
from the old rural society and set it in
the mould of an antiquated relic." She
shows that after its alternate idealization
and commercialization, it emerged "in
the shape of specific objects destined
mainly for the mass tourist market." The
problem is that "any connection with 'the
people' has long since disappeared," the
"people" "have gone on to create quite
different things," and "a gulf has arisen
between the conception of folk art and
the reality of folk, or popular creativity"
(Sydhof 1992, 185).

The colonizer and the colonized are
not foreign to one another in the
postcolonial society. Gramsci's notions of
the hegemonic and the subaltern are use-
ful here since they are premised on par-
ticipation in a single social system,
though they may cut across colonial di-
visions premised on race. The colonized
and the colonizer come to co-exist in the
one culture and indeed in the one indi-
vidual; this after all is the nature of he-
gemony, and points to the problem of
defining an "authentic" indigenous cul-
ture in the absence of its complete and
utter segregation. Discussing originality,
Shand argues that what matters is "what
is consequential from the assertion of
originality," with a gambit running from
"strategic essentialism (original as exclu-
sive and exclusionary . . . )" to "a prin-
ciple of respect, consultation, and autho-
rization...."

He points out the continuous risk to
indigenous peoples of different "forms
of colonial violence—physical, environ-
mental, economic, and epistemic." His
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position "looks to the retention of the
philosophies, significations,
knowledges, and strategies of indig-
enous peoples as being the key to any
consideration of the cultural expressions
of their making," showing how control
over them is "an important site of resis-
tance to colonial, imperial or, in recent
years, global capitalist assaults." More-
over, "cultural resistance with respect to
the arts is a means of retaining the
strength and resonance of original voices
and avoiding co-option into a dominant
cultural ethos."

The question of indigenous rights to
cultural property is part of the general
question of the protection of folklore and
traditional culture, as considered in the
UNESCO's 1989 "Recommendation on
the Safeguarding of Traditional Culture
and Folklore" (Seitel 2001, 8-12). The Rec-
ommendation mentions intellectual
property rights in passing, though it does
not deal directly with issues of biopiracy.
However, the participation of indig-
enous groups in the making of interna-
tional legal frameworks is severely lim-
ited by the fact that such frameworks are
usually worked out between represen-
tatives of states. Indigenous groups were
thus refused admission to the decision-
making sessions of various follow-up
meetings to the Convention on Biologi-
cal Diversity adopted at the 1992 Earth
Summit in Rio de Janeiro, where state
representatives monopolized the nego-
tiations.

The UNESCO Recommendation ac-
knowledges that "[w]hile living folklore,
owing to its evolving character, cannot
always be directly protected, folklore that
has been fixed in a tangible form should
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be effectively protected" (Seitel 2001, 9).
It does assert that member states should
"design and introduce into both formal
and out-of-school curricula the teaching
and study of folklore in an appropriate
manner" (Seitel 2001, 10), but the depen-
dence on member states to further the
principles of the Recommendation re-
veals a key weakness when the tradi-
tional culture in question is that of state-
less peoples.

Shand shows how these issues have
been explored in New Zealand and else-
where. The thorny questions of author-
ship, ownership, copyright, authenticity,
authorization, and identity involved
may never be satisfactorily answered.
Still, the posing of these questions, and
the legal formulations that try to do jus-
tice to them, are evidence of sincere at-
tempts to move beyond Eurocentric
models.

(i)
If Hans Naumann could understand
folklore as the copying of high culture in
a debased form, high culture in turn can
"copy" folklore, as indeed it always has.
In any complex society high and popu-
lar cultures have always had a symbi-
otic relationship with one another that
only extreme cultural relativist positions
have sought to deny. Copying takes on
a newer meaning in the modern age,
with the development of industrial capi-
talism, increased competition in markets,
growing commodification in ever wider
domains of life, improved methods of
mechanical reproduction, tighter legal
and commercial definitions of original-
ity—and all against a backdrop of greater
social mobility, wider access to educa-
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tion, and an increasingly democratic sen-
sibility. The "authentic" domains of high
culture and folk culture recede before a
new popular culture that is a product of
the new industrial and commercial
worlds and owes much of its power—
and its "inauthenticity"—to mechanical
reproduction (cf. de Carvalho 1992, 27,
29).

The means of acquiring all cultural
forms is imitation. The traditional ap-
prenticeship to a master was a process
at the end of which the qualified practi-
tioner of a trade—and indeed, until the
Romantic period, the artist—emerged.
Everyone who haslearnt a new language
will remember the laborious imitation of
the teacher. Before one can compose
original sentences one must first imitate
those of others. A similar process is an
important part of the history of the ac-
quisition of American popular musical
forms in South Africa, as in other coun-
tries.

Carol Ann Muller's paper is an
ethnomusicological study of the imita-
tion of American music by the "coloured"
inhabitants of Cape Town. European
high culture provided a model for mem-
bers of the coloured and African elite,
whereas American popular culture ap-
pealed to other social classes. "While the
state legislated to deny people of color
citizenship in political terms, the media
continued to embody a more democratic
sensibility." In Cape Town the copying
and covering of the foreign music led to
what was locally called a culture of "car-
bon copies." The distinction Muller
makes between the "carbon copy" and
the "sonic mirror" is perhaps more ap-
parent than real, more a question of early



and later stages in the assimilation of the
new musical forms. American music was
learnt in very modern ways—through
radio, records, and films. This made it
accessible to people who by and large
could not read or write music, though
they could and did write down the
words of songs. The music reached a
wide audience through live cover per-
formances.

Muller clearly explains why
coloureds should so assiduously learn
this music the dissemination of which
paralleled the extension of the political
and commercial power of the United
States. The music provided them with
representations of people like themselves
and offered "a kind of cosmopolitan citi-
zenship, a membership in a truly imag-
ined community of English-speaking,
modern people of color," and it sug-
gested "possibilities for freedom, if not
its full achievement, and for racial and
cultural equality." Another related rea-
son, which Muller does not directly
broach, is that modern urban society
probably invalidated many of the mod-
els of folk culture while high culture was
neither accessible to the popular classes
nor relevant to their modern urban ex-
periences. American popular culture,
explicitly modern and with its seduc-
tively "democratic sensibility" that
seemed to transcend the notorious in-
equalities of American society, showed
millions of ordinary people a way to live
in the modern city that they could iden-
tify with (cf. Schou 1992, 146; Garcia
Canclini 1993a, 68-69).

Muller does not discuss the question

of appropriation as such: the fact that
South Africans made their own of musi-
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cal forms that initially were not theirs.
The much more draconian copyright
enforcement of today would probably
have precluded the "carbon copy" cul-
ture of South Africa that was possible a
generation or two ago. The "[p]eople
posturing as 'Cape Town's own' Frank
Sinatra, Doris Day, or Bing Crosby [who]
brought these traditions to life" might
have a legal case to answer.

(iii)
Philip Jenkins looks at repetition as a
pathological problem. He explains the
ideas of seriality and uncontrollable rep-
etition as obsessive pathologies in mod-
ern society, examples of the irrationality
that Protestants attributed to Catholicism
or of the psychiatric diseases that are di-
agnosed by modern science. Citing the
work of other scholars he shows how
"the concept of serial killing is formed
by an elaborate process of interaction
between the ostensibly 'real' world of
criminal justice and the 'fictional' realm
of popular culture." He sees an arche-
typal figure given flesh and blood (in a
manner of speaking) by a combination
of sectional interests and a receptive pub-
lic sphere (the latter largely articulated
by the culture industries today as by oral
tradition in the past). The interests in-
volved were those of the FBI and par-
ticularly of its Behavioral Science Unit.
They were served by the spectre of itin-
erant psychopaths atlarge who could not
be combatted within the jurisdictions of
state police forces alone. Jenkins shows
that the notion of the serial killer was
popularized in the 1980s and he sees the
consequent fear being used by conser-
vative political and moral agendas to
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row back on the liberal gains of the 1960s
and 1970s.

Jenkins argues that repetition is at the
core of seriality, "and the inability to
avoid seriality." He contends that "the
idea of uncontrollable repetition has
proven deeply frightening to many cul-
tures because it denies the ability to
choose that is central to free will." Still,
his reference to myth does not follow
through on the meaning of myth as sa-
cred narrative, closely related to ritual.
Repetition through ritual is at the core
of religious systems and of communal
identity. The relationship between myth
and history is a sometimes explosive one,
both through the reproduction of mythi-
cal archetypes over time—as in the shap-
ing of historic lives by the heroic biogra-
phy (see de Vries 1963, Raglan 1965, and
Eliade 1971)—and through deliberate
political appeal to them—the mythical
reference in the name of Hitler's Opera-
tion Barbarossa gives chilling testimony
to that (see lesi 1993).

If one can speak of an interaction be-
tween the realms of criminal justice and
of popular culture in the imagery of the
serial killer, can one similarly speak of a
relationship between an individual and
an archetype? Mircea Eliade writes of
what he calls "the mold of the archaic
mentality, which cannot accept what is
individual and preserves only what is
exemplary." Thus events are reduced to
categories and individuals to archetypes,
and he points out that this is done almost
to our own day (Eliade 1971, 43-44). The
influence of the heroic biography on the
lives of historical figures is one such ex-
ample. In a number of celebrated cases
from antiquity to the modern period
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there has been a clearly political dimen-
sion to it, as when a series of individu-
als, often years apart, identified them-
selves with a lost leader who represented
a heroic archetype. The most famous case
is that of the Portuguese king, Sebastian,
killed in battle with the Moors in 1578.
Shortly after the battle, rumours of his
survival came back to Portugal with the
few boatloads of survivors. Over the next
twenty years four false Sebastians ap-
peared, causing disturbances and stir-
ring up rebellion. At the beginning of the
19% century a sect of sebastianistas ap-
peared and was opposed by the church.
The tradition of "o principe encuberto," "the
hidden prince," remained and was re-
corded in Brazil in 1838 (Caro Baroja
1979, 132).

Jenkins argues that the opposite of
serial murder is "control, in self and so-
ciety," and he shows the inverse relation-
ship of the perversity of serial murder to
the assertion of conservative values. But
the notion of tradition itself, fundamen-
tal to conservative, if not only to conser-
vative group identity, rests on the idea
of repetition. As the Irish proverb has it,
"11d dein nos agus na bris nos' ("don't make
a custom and don't break a custom").
Repetition is also a form of control and
indeed of self-control—the following of
rituals, the saying of prayers by the faith-
ful, the observing of the Sabbath, the
marching up and down of soldiers—that
helps to structure life. Repetition is also
central to oral, if not only oral, narrative.
It is a central technique of the media, as
is seriality: the soap opera and TV series
were already prefigured in the nine-
teenth century publication of novels in
serial form. The recent Washington



sniper case shows how 24-hour cable
news coverage of the case—putting other
stories into the shade for the best part of
three weeks—played a major role in
feeding public anxiety, despite the fact
that the US crime rate is 26 % lower than
a decade ago ("24-hour news stokes
nation's fear factor," (Tricago Tribune, 11
November 2002).

Jenkins contends that serial murder
made such an impact on public con-
sciousness because of its "mythological
connotations," arguing that the killer "ful-
filled all the mythical roles of the super-
natural night-prowlers of old." Straying
from place to place, serial killers "lack any
ties that could keep them in one place,
any conventional sense of home or fam-
ily" and "thus symbolize the failure of
traditional ideals of community in mod-
ern America." Still, the more positive role
of another figure distinguished by root-
lessness, individualism, and violence as
a central American symbol—the cow-
boy—could profitably be related to the
question of the serial killer. According to
Max Weber's sociological formulation,
charisma, a special quality of an
individual's personality setting him
apart from others, was outside the do-
main of the everyday and opposed to
authority, but tended to recede with the
establishment of permanent institutional
structures (see Morris 1987, 72). Jenkins
suggests that the inadequacy of institu-
tional structures was behind the FBI's
promotion of the idea of serial killers. Is
the serial killer a sort of cowboy who has
outlived the frontier?

* X K
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From indigenous knowledge as the last
frontier of capitalist exploitation to the
Wild West-like criminal itineracy of the
serial killer; from the appropriation of
indigenous culture by dominant groups
to the appropriation of American popu-
lar culture by oppressed groups; from
imitation as compulsive pathology to
conscious self-identification through
imitation; from the copy as the rip-off to
the copy as legitimate self-representa-
tion: reading the three papers raises a
number of common questions despite
the diversity of the perspectives. The
authors of the three papers and the edi-
tors of Cultural Analysis are to be con-
gratulated for the wideness of scope and
for the keenness of analysis.

Works Cited

Caro Baroja, Julio. 1979. Sobre la
formacion y uso de arquetipos
en Historia, Literatura y
Folklore. In Ensayos sobre la
cultura popular espariola.
Madrid: Editorial Dosbe.

de Carvalho, José Jorge. 1992. O lugar
da Cultura Tradicional na
Sociedade Moderna. In
Semindrio Folclore e Cultura
Popular. Série Encontros e
Estudos, 1. Rio de Janeiro:
Ministério da Cultura,
Instituto Brasileiro de Arte e
Cultura.



Discussions

Delargy, ].H. 1945. The Gaelic Storyte
ller. In Proceedings of the British
Academy 31:177-221.

Eliade, Mircea. 1971. The Myt of the
Eternal Return; or Cosmos and
History. Princeton, N.J.:
Princeton University Press.

Forgacs, David. 1993. National-
popular; genealogy of a
concept. In 7%e Cultural
Studies Reader, edited by
Simon During. London and
New York: Routledge.

Garcia Canclini, Néstor. 1992. Cul-
tural Reconversion. In O
Edge. The Crisis of Contempo-
rary Latin American Culture,
edited by George Ytudice, Jean
Franco, and Juan Flores.
Minneapolis and London:
University of Minnesota
Press.

Garcia Canclini, Néstor. 1993a. 77ans-
Jorming Modernity. Popular
Culture in Mexico. Austin:
University of Texas Press.

Garcia Canclini, Néstor. 1993b.
Gramsci e as culturas
populares na América Latina.
In Gramsci e a América Latina,
edited by Carlos Nelson
Coutinho and Marco Aurélio
Nogueira. Sao Paulo and Rio
de Janeiro: Paz e Terra.

Garcia Canclini, Néstor. 1995. Hybrid
Cultures. Strategies for Enfering
and Leaving Modernity. Minne-
apolis and London: Univer-
sity of Minnesota.

Gellner, Ernest. 1983. Nations and
Nationalism. Oxford and
Cambridge, MA: Blackwell.

110

Gellner, Ernest. 1996. The Coming of
Nationalism and Its Interpre-
tation: The Myths of Nation
and Class. In Mapping the
Nation, edited by Gopal
Balakrishnan. London and
New York: Verso.

Gramsci, Antonio. 1985. Selections
from Cultural Writings. Edited
by David Forgacs and
Geoffrey Nowell-Smith.
London: Lawrence and
Wishart.

Grignon, Claude, and Jean-Claude
Passeron. 1989. Le savant et le
populaire. Misérabilisme et
populisme en sociologie et en
[ittérature. Paris: Seuil.

Gupta, Akhil. 1998. Postcolonial
Developments. Agriculture in
the Making of Modern India.
Durham, NC and London:
Duke University Press.

Honko, Lauri. 1991. The Folklore
Process. Folklore Fellows'
Summer School Programime.
Turku: Folklore Fellows'
Summer School.

Iesi, Furio. 1993. Cultura di destra.
Milan: Garzanti.

Kirshenblatt-Gimblett, Barbara. 1991.
Objects of Ethnography. In
Exhibiting Cultures. The Poetics
and Politics of Museum Display,
edited by Ivan Karp and
Stephen D. Lavine. Washing-
ton and London: Smithsonian
Institution Press.

Liitticken, Sven. 2002. The Art of
Theft. In New Left Review
13:89-106



McCann, Anthony. 2002. Beyond the

Commons: The Expansion of
the Irish Music Rights
Organisation, the Elimination
of Uncertainty, and the Poli-
tics of Enclosure. Ph.D. diss.,
University of Limerick.
<http:/ /www.beyond
thecommons.com/beyond
thecommons.html> (23 No-
vember 2002).

Morris, Brian. 1987. Anthropological

Studies of Religion. An Introduc-
tion. Cambridge: Cambridge
University Press.

Raglan, Lord. 1965. The Hero of

Tradition. In 77%e Study of
Folklore, edited by Alan
Dundes. Englewood Cliffs,
N.].: Prentice-Hall.

Schou, Seren. 1992. Postwar

Americanisation and the
Revitalisation of European
Culture. In Media Cultures.
Reappraising Transnational
Media, edited by Michael
Skovmand and Kim Christian
Schragder. London and New
York: Routledge.

111

Discussions

Schwarz, Roberto. 1992. Brazilian
Culture: Nationalism by
Elimination. In Misplaced
Ideas. Essays on Brazilian
Culture. London and New
York: Verso.

Seitel, Peter, ed. 2001. Safeguarding
Traditional Cultures: A Global
Assessment. Washington, D.C.:
Center for Folklife and Cul-
tural Heritage, Smithsonian
Institution.

Sydhof, Beate. 1992. The Unknown
Folk Art. In Folkkonsten—AIll
tradition dr fordndring, edited
by Beate Sydhof and Sissi
Nilsson. Stockholm:
Kulturhuset.

de Vries, Jan. 1963. Heroic Song and
Heroic Legend. London and
New York: Oxford University
Press.



