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Abstract

ABSTRACT

This research aims to explore how a cultural flggshfluences the cultural
tourist’'s perception and experience of a well dsghabd urban area for tourism
and culture, taking the Royal Opera House in Cogatden as a case study.
Covent Garden, as an important part of London’sisoyortfolio is a case study
of interest because of its wide array of land U makes it a popular area for
tourism and cultural consumption, with distinctigechitecture, heritage and a
wide range of attractions and leisure opportunitiese Royal Opera House,
established at the core of the area, stands agld vemowned provider of high
culture and has a rich history and heritage obus, yet it evolved over time
parallel to the area, to the extent that Coventl&a&s name is often used to refer
to either the precinct or the flagship. It was retyesubjected to a redevelopment
scheme aimed towards providing the building witlhesh architectural front and
added facilities. This raises many questions raggrthe role that an old cultural
flagship made new plays in the well establishedisou precinct’s sense of place
and draw towards the cultural tourist. To addrelsss¢ matters, a social
constructivist approach has being adopted, throwghich the tourist’s
mechanisms of interpreting their surroundings wexplored and the nature of
their cultural experiences in Covent Garden underst 306 semi-structured
interviews were conducted throughout six diffedecations in the area and inside
the flagship building aiming to explore the tousstnotivation to visit London
and Covent Garden, the nature of their experieacestheir perception of both
the area and the flagship, and how the latter exartinfluence of their perception
and experience of place.

The evidence analysis has revealed that the RogataDHouse does not have a
strong influence on the tourist's perception angegience of Covent Garden,
which is seen as a place for shopping and relaxather than high culture
despite the efforts made to provide it with a matteactive architectural front and
its policies for social inclusion. However, othésitors perceive it as a pinnacle of

high culture depending on their level of appreomtifor opera and ballet.



Abstract

Furthermore, the notion of cultural distance (Motter, 2002) exerts an
influence in these perceptions as the area’s vssittend to relate their
surroundings to what they are familiar and unfaaniWith. The visitors’ age also
plays an important role in their perception andesignce of place as the data
collected revealed that the older age groups tenthave a more inquisitive
attitude in regards to their tourist experiencebictv can also be understood as
deeper. On the other hand, younger tourists are filaly to focus their visit on
leisure and entertainment. Regardless of thispteeence and behaviour of other
visitors in the area also prove to exert an immacthe tourist’s perception and
experience of place. They tend to engage in comhaat&ities such as watching
street entertainment and provide each other witradeural cues that manifest
themselves in a slower pace of movement and a eélaattitude when
experiencing the precinct. This is also relatetharea’s built environment and
urban characteristics as the streets are pedasathrallowing for visitors to roam
and explore their surroundings. However, Coventd&arcan be seen as a
multifaceted precinct as the area’s different lmoe vary in terms of their size
and scale as well as the leisure and cultural dppibies available. The area’s
Piazza is an open space characterised by the peesgnthe market, street
entertainment and outdoor eating and drinking itsesl that grant it with a
continental and cosmopolitan ambience. Other lonatisuch as Seven Dials
provide the visitors with other types of experienggven the smaller scale of its
streets. The Royal Opera House is perceived asuabla cultural asset for the
country and its name is associated with elitismgluesivity and monumental
architecture. However, the building’s physical grese in the area does not
provide the same visual stimuli that other stamshalflagship developments such
as the Sydney Opera House provide for example.eftre, its importance and
role in the tourist’s perception and experiencplate depends on the individual's

awareness of the building and personal interei$s icultural products.
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Introduction | Chapter 1

1. INTRODUCTION

The understanding of the role of tourism and celiarurban precincts is complex
since many elements are involved in the proceggdaake making and the debates
that they generate. Covent Garden, as an impogarit of London’s tourist

portfolio, is a case study of interest becausesi@aiwell established tourism
precinct with a variety of land uses and a recentigeveloped opera house.
Centuries ago, it was London’s first planned squ&iace then, it has evolved
becoming a popular area for tourism and culturalsomption, with distinctive

architecture, heritage and a wide range of attastithat act as catalysts for
tourism. For these reasons, it is important to @epthe tourist's experiential and
perceptual processes, and how they assign meaoitigs urban settings that they
visit considering the diversity of elements thah aafluence their perception and

experience of the area.

The Royal Opera House is firmly established atdbtee of Covent Garden as a
world renowned provider of high culture with a ribistory and heritage of its
own. Its attachment to an area that celebrates lpomulture such as street
performance is evident in the fact that Covent @aisl name is often used
interchangeably to refer to either the precindherflagship. It was subjected to a
redevelopment scheme to provide the building witreah architectural front and
added facilities. This raises many questions raggrthe role that an old cultural
flagship made new plays in a well established smrprecinct's sense of place

and its appeal to the cultural tourist.

Academic research on cultural flagships and thaipact on cultural tourism
seems to mainly focus on the development or regépar of urban areas for
tourism and novel flagships such as the Guggeniuseum in Bilbao (Plaza,
2000a) and the Westergasfabriek in Amsterdam (Moasme2004). This
represents an opportunity for this research to rimrie with new knowledge
concerning the role of a well established cultdigship in a popular urban area

for tourism and culture characterised by a varadtplace making elements. This

12



Introduction | Chapter 1

will also contribute to the understanding of Londostatus as a world city for
tourism. For this purpose, the overall aim of tleisearch is to evaluate the role of
the Royal Opera House in the perception and expagi®f tourism in Covent
Garden. To attain this overall aim, the followirgsearch questions have been
determined:

« What does the term ‘Covent Garden’ represent fewthitor?

* What motivates tourists to visit Covent Garden?

* How is a visit to Covent Garden experienced bwik#or?

* How is Covent Garden perceived by the visitor?

* How does the Royal Opera House influence the p&aepand

experience of Covent Garden?

1.1. Research area and rationale

This study focuses on a cultural flagship and m8uence on an area that is
popular because of its cultural offer in terms effprming arts (high and popular)
along with the presence of other elements relabeteisure and culture. Law
(2002:152) states that ‘the wider impacts of the have become more important
in the thinking about policy making, whether thsseéconomic impact (revenue
and jobs for example), role in urban regeneratiod alace marketing (and
thereby assisting in the attraction of investmegthancing lifestyle opportunities
for mobile executives, the use of public arts t@rave the appearance of the
environment or the potential to attract tourists’this sense, performing arts can
have a positive impact upon a district, a destimatand the host community
because they act as catalysts for tourism. Tounstg visit the area due to its
vibrancy and cultural offer, and engage in othgoegdences that they may have
not sought originally because of their clusteredilability. Myerscough (1988)
stresses the importance of tourist expenditurberatts, which is not only directly
related to the consumption of the arts productdten the additional expenditure
that shopping and related peripheral activitieseegnt. These activities are often
catalysed by flagship developments, as indicatedLéglie (2001:224) who
proposes that the development of infrastructuredttural tourism increase levels

of employment in the cultural sector, promote coveton and refurbishment

13
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efforts in the built environment, aid in the proged creating an image or brand
for a destination and has the potential of imprguime quality of life of the local

population (as noted by Richards, 2001).

The link between performing arts and tourism i agpraised by Gibson and
Connell (2005:265), who indicate that ‘local andtiowal authorities have

identified music tourism as a ready means of sttmg) income flows and

revitalising moribund places (...) countries and oegi are marketed —indeed
invented- through the lyrics and symbols that muss created’. The authors
introduce ‘symbols’ as an issue of consideratiorunaerstand the relationship
between the arts and tourism. This suggests thi@strnucture developed for the
arts, such as an opera house, can play an actenr¢he projection of images

that speak of a vibrant cultural sector (Wing Tai\\2004).

Law (2002) identifies three main reasons for thereased use of culture,
entertainment, sport and special events in towestinations. These are: the
perception of such endeavours bringing prestige atodestination, their
implications to the local quality of life, and tHeasibility of including such
activities in the main tourism product of citiedi€lauthor (p. 127) also indicates
that ‘there has been a movement to make the adsrvand more inclusive by
widening access, developing arts centres in commesni broadening the
definition of art to include new and more techniags and also popular culture,
embracing the production of the arts as well as tsumption’. This statement
highlights a growing trend towards cultural constiomwp that is materialised by
the development of venues that act as cultural lmrppand is applicable to this
research as the study focuses on a significantstipgdevelopment for the
performing arts. However, the fact that the cultpraduct delivered by the opera
house consists mainly of ballet and opera perfoomsradd complexity to the
study, as these art forms are perceived to be gxeland elitist (DiMaggio and
Useem, 1978). In relation to this, Smith (2007ajes that ‘different models of
planning are being developed, such as cultural notgn which takes into

consideration people’s lifestyles, cultural asstares, and identity so that

14
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projects have resonance with local communities, disdursive planning, which
produces a sense of place, place-identity, and aomuultural schemes’ (as cited
in Richards, 2007:107). This suggests that cultumé cultural promotion can be
closely linked to a precinct’'s urban identity btg consumption is subject to the
tourist’'s background and personal preferencescatitig the need to conduct
research that aims to understand what factorseinfle this process of cultural

consumption.

Covent Garden is an important urban element of bargltourism portfolio as

part of the destination’s world famous West Endichittan be related to Heilbrun
and Grey's (2001:358) views on the provision oftud and its impact upon

destinations by noting that ‘a strong cultural eectioes help to create a
favourable image of a city’. The authors (p.35&oatite Cwi and Lyall (1977),

who highlight that cultural attractions are ‘an iong@ant indicator of the general
level of a community’s civility and culture. Thegsence of these attractions
suggests that a community is progressive, resaulraaincerned about itself and
energetic’. All these considerations indicate thagship developments for the
arts can have implications for the physical anducal landscape of a destination,
and they also speak of a vibrant cultural sectta@ing tourists to the areas
where they are established. These views supporetaeance of this research as
it is important to understand how a cultural flagsprojects messages about
London’s cultural offer, how it influences the peption and experience of its
urban environment and how the other elements ofatlea intervene in these

processes.

The economic contribution of London theatre to ttwmuntry’s economy is
approximately £2 billion per annum and around 4Q,jabs depend on London’s
theatre (Society of London Theatre, 2010). SOLTL®also reported that some
£505 million was generated by theatre ticket saidsondon in 2009 (as noted by
UK Trade and Investment, 2010), indicating the ingnace of understanding the
attraction of visitors and tourist activities iretirban areas that host this cultural
offer. SOLT (2010) also highlights that the WestdEncontribution to the

15
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national economy is not only related to culturahamption, but it holds a strong
link with other income generated through additioegbenditure involved in the

performing arts sector. Burns (2009) states thatrseut of ten theatregoers make
use of eating and drinking facilities and indicatieat ‘almost 15,000 restaurant
tables would be empty each night without Londoratte. This suggests that in
order to understand how a cultural flagship affélts perception and experience
of place, these facilities and other experient@gartunities in the area also need
to be explored. The fact that 15% of theatergoens fpr hotel accommodation

(Burns, 2009 as quoted by SOLT, 2010) confirmslthie between performing

arts and tourism, further supporting the relevamicthis study. Another type of

performing arts that is found in the case studaas street busking, which can
potentially have an important influence on an azs&nse of place (Arkette, 2004)
and on the way tourists behave and experience lzanyprecinct (Kushner and
Brooks, 2000). Therefore, this research will foonsa variety of elements related
to the area’s built environment, the significandethee cultural flagship for the

area and the destination, the role played by opfere making elements in the
perception and experience of place, and issuetedela the tourist’s personal

background that also plays a role in these prosesse

1.2. Outline of chapters

This thesis is structured in 11 chapters that &stala theoretical framework
(Chapters 2-4), present secondary data relatdaetodse study area and flagship
(Chapter 5), propose an appropriate methodologipptoach and data collection
method (Chapter 6), present the findings gatheredugh primary research
(chapter 7) and discuss their relationships andigaipons (Chapter 8). This will
lead to a series of conclusions and recommendasisresented in Chapter 10.
A more detailed outline of the content of the clapis as follows:

» Theoretical framework (Chapters 2, 3 and 4): D&abns of cultural
tourism are provided in Chapter 2 along with a eewiof different
typologies and perspectives of understanding théural tourist’s
experience and perception of place. Chapter 3 &scos urban areas

for tourism and culture by reviewing different mtgdef understanding

16
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tourism precincts by focusing on different aspedtiat characterise
them. Chapter 4 reviews a series of concepts tkelateflagship
developments and their potential impacts on tourigsrhan precincts
and destinations.

Case study (Chapter 5): A historical and analytiegploration of
Covent Garden as a place for commerce, tourism araire is
provided and the different models of understandimgilar areas are
applied to the case study followed by a review led Royal Opera
House’s significance for the area and recent rddpugent.
Methodology, method and data collection (ChapterTé)e rationale
for applying a social constructivist approach faiststudy is provided
in the first sections of the chapter followed bywhthis approach is
applied through semi-structured interviews as theosen data
collection method. Issues related to interview giesind cross cultural
qualitative research are also presented followeryexploration of
different data analysis techniques and the approagbpted to
undertake this task which also includes use of iaiged qualitative
data analysis software.

Evidence analysis and discussion (Chapters 7 and®) finding in
relation to both the area and the flagship buildarg presented in
chapter 7, which explore the data collected in $erof the
interviewees’ motivation to visit the area and thperception and
experience of both Covent Garden and the opera eholibe
relationships and implications of these findinge atiscussed in
chapter 7 and applied to the area’s visitors, tea and the flagship.
Conclusions and recommendations (Chapter 9): Orb#ses of the
evidence analysis and their subsequent discussiordecated above, a
series of conclusions are drawn upon in terms dtv@ovent Garden
represents for the visitor and how the area’s whffe place making
elements effectively influence their perception axgperience of the
precinct. A critical reflection of the method apmuli is provided

followed recommendations for further research.

17
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2. CULTURAL TOURISM, CULTURAL TOURISTS AND THE
TOURIST'S EXPERIENCE

2.1. Introduction

The objective of this chapter is to establish eotbtcal framework related to
cultural tourism in an urban context given thatsthesearch focuses on the
influence of a cultural flagship in the culturaltest's perception and experience
of Covent Garden. For this purpose, different defins and approaches to
cultural tourism will be reviewed along with not®related to the cultural tourist,
from motivational, behavioural and psychologicatgpectives. The experience of
urban cultural tourism will also be explored bydemg on cultural distance and
depth of experience. This conceptual framework wfitengthen the theoretical
understanding of the research area in regardsetauhural tourist and how they
perceive and experience object and place. Theckeyiters will review concepts
related to urban areas for tourism and culturagsieps, which will further
enhance this understanding in order to apply a wélrmed approach to the

research design and data collection methods adémtéiis study.

2.2. Cultural tourism

In order to establish an understanding of tourisithinv a cultural context, it is
important to explore different approaches and patsges by which cultural
tourism can be viewed. Richardson and Fluker (20@dntify cultural resources
as an important pull factor for a tourism destimatplaying an influential role in
the visitor’'s perception and experience of placestating that ‘cultural tourism
can be viewed essentially as an opportunity foristaito experience, understand
and appreciate the character of a place, its rehaad diversity’ (p. 76). These
considerations imply that cultural tourism is a meaf access to a destination’s
cultural resources that certain types of visitomyrseek and consume. Another
definition of cultural tourism is provided by Riaida (2001:37), who proposes
that cultural tourism is ‘the movement of persamstultural attractions away from
their normal place of residence, with the intentiorgather new information and

experiences to satisfy their cultural needs’. "Wteement implies that the tourist
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has cultural needs to satisfy which can also beerstdod as push factors
motivating the individual to engage in tourist especes. These considerations
can be linked to Maslow’s (1964) theory in regatalishe hierarchical nature of
human needs, described by Beech and Chadwick (POBpKas ‘one of the main
content theories of motivation’. They will be dissed more thoroughly while
revising concepts referred to the cultural tounsturther sections and are useful
to this study as they include the matter of needsveants, and links them to the
cultural tourist’s motivation to visit urban prects. As indicated by the definition
above, Richards (2001) places an emphasis on allttractions, and notes that
these can be ‘heritage sites, artistic and cultorahifestations, arts and drama’.
This statement points out the wide range of cultattaactions that are featured in
the cultural tourism portfolio of a destinationdioating the need to focus on
different aspects of this type of tourism considgrthat, for example, heritage
resources for tourism have different charactesstand markets than the
performing arts sector. In this sense, focusedietuare required on each type of
cultural tourism to generate specialised knowlettg¢he field. However, it is
clear that cultural resources have the potentigro¥iding visitors with different
types of tourist experiences. This applies to theist portfolio of urban areas for
tourism and culture, such as Covent Garden, winene tare different attractions,
some related to culture to different extents, #tafact visitors of a wide array of
interests and motivations to visit, experiencingl grerceiving the precinct in

different manners.

These resources leading to cultural experiencedeassociated with the notion
of cultural productions. MacCannell (1976) refeyctiltural productions as both
the processes related to the creation of an atraas well as the final product to
be consumed (as cited in Richards, 2001). In thissa, the different cultural
attractions that visitors seek in an area like @bw®arden involve a series of
actors and processes that ultimately deliver tloglysts that visitors are seeking.
On the other hand, the authors also agree tha important to denote the
differences between the wide range of sectors tiedée productions may be
related to. Love (2007:11) refers to Wales’ Stratégr Cultural Tourism and
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identifies these sectors as ‘performing, visual ktedary arts, museums, built and
social heritage, historic landscapes and gardeafiscarchitecture, design, film,
religion, broadcasting, food and sports’. The au#mphasises the ample scope
of resources for cultural tourism that need to lakemh into individual
consideration to understand the different typesxpleriences that they provide to
visitors. In relation to cultural productions, Bfade (1995) indicates that the
relationship between the different elements invdlirecultural tourism consist of
the interaction between the ‘user’ comprising gsowgd cultural tourists with
different needs and motivations, ‘the presenterdtre author (p. 28) defines as
‘the person or persons immediately involved in mgla cultural provision for the
visitor’; and the ‘item’ conceptualised as the attion itself whether this is
tangible or intangible. This framework is useful fthis research because it
highlights the elements that the study should famuswhich in this case are the

area’s visitors (users), the cultural flagship gerger) and culture itself (item).

It is also important to note that these sectoretthe potential of interacting and
complementing one another in certain areas wheteral attractions and
resources are concentrated. Such is the case @nC@arden and its array of
experiential opportunitiésthat are associated with different types of caltur
resources such as a rich heritage in terms ofuils énvironment and performing
arts of different types. Notwithstanding the needhtave a clear focus and
development strategies for the cultural resourcesl by cultural tourism, Love
(2007:11) concludes that the inclusion of theseusses in a tourism strategy can
‘encourage repeat visits to destinations, help insbns develop unique,
compelling market positions and present an appgaimagery’. The author
implies that cultural tourism can aid the developtr@ a destination’s image and
suggests that the different sectors of culturafism can work as an integral and
structural network whilst a visit to one type ofltaual attraction can induce
visitation to other attractions not necessarilyhef same nature as the first. These

notions are applicable to Covent Garden as theetyamf cultural resources

! Throughout the thesis ‘experiential opportunitiaet understood as the different experiences
available in the area which tourists have the aptiioundertake
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attracts visitors that may have experiences thgrdrom the ones they originally

sought because of their concentration within theestourist precinct.

These considerations identify different types oftune that may be consumed,
perceived and experienced within the same toumest. dHughes (2000) proposes a
scheme to distinguish the different forms and nemtétions of cultural tourism,
indicating that ‘universal cultural tourism’ refexsthe attributes associated with a
destination because of its cultural characterissogh as sense of place or local
linguistic accent. Secondly, the author proposes ribtion of ‘wide cultural
tourism’ which is likely to be experienced by vis# seeking a general overview
of the destination’s cultural offer without disciimting specific cultural
suppliers. This notion also relates to the mulgfad nature of cultural tourism,
which can be linked to the ‘cultural needs’ menéidrabove. Regardless of the
type of cultural tourism sought and experiencedth®y tourist, it is the place’s
culture that is being assimilated in different fermThirdly, Hughes (2000)
indicates that ‘narrow cultural tourism’ startseinvisage discrimination between
the cultural resources that tourists seek, suchhiagoric sites, museums,
performing arts and others. Finally, the authorer®fto ‘sectorised cultural
tourism’ as the sum of the specific resources a#tddo the narrowed sections
mentioned above. This perspective is helpful fas 8tudy because it addresses
the miscellaneous nature of cultural tourism asaetivity, noting that cultural
resources can be consumed generally or specifidallpther words, tourists in
the case study area may visit the precinct seethiegget an overview of its

cultural ambience and offer, or they may seek $igemiltural experiences.

In order to further understand cultural consumptionthe context of cultural

tourism, Smith 2007a) evaluates the nature ofettgeriences that are provided
by different cultural resources and the way they jaresented to the user. The
author identifies traditional and novel forms oftatal consumption as indicated

in table 2.1 below:
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Table 2.1-Traditional and novel forms of cultural consuropt(Smith, 2007a)

TRADITIONAL NOVEL
Based on existing culture Creative
Provides passive experiences to visitors Expeabyiactive
Educational Based in more than one location
Location based Focus on multicultural elements
Focus on indigenous monocultures Use of intangideurces
Use of tangible resources Use of technology
Educational and entertaining

Smith (2003) proposes that traditional culturalriem can provide distinctive
experiences to users whereas experientially actiiteiral consumption can lead
to unique experiences. In this sense, culturaligouis not only wide-ranging in
terms of the form of cultural resources consumedalso in the way by which it
is presented to the consumer and the nature oéxperience provided by the
attractions, whether it be passive or active, talegor intangible. Furthermore,
Smith’s (2007a) notion in regards to traditionatlamerging forms of cultural
tourism has implications with how a visitor expegdes culture, suggesting that
higher levels of engagement and participation wiité ‘item’ (Boniface, 1995)
lead to educational and entertaining experienchs. ‘presenters’ should address
these trends in their cultural delivery policiesgrh visitor management to the
actual process of cultural consumption. Theseonstiare useful and applicable
for this study as it focuses on an urban area whdferent types of cultural
experiences are provided to its visitors. Howetleey also highlight the level of
interaction between visitors and a cultural proguGtwhich is a complex topic in
the case of performing arts, as attending a pedooa can be understood as a
passive experience. In this sense, the views pedvich these topics are useful for
this research as the study focuses on a providgredbrming arts. The next
section addresses issues related to cultural teunigerms of the motivations that
lead them to seek these cultural experiences amgithcesses involved in the
experience, perception and interpretation of caltuesources within an urban

context.
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2.3. The cultural tourist

As indicated above, once a theoretical foundatarritfe understanding of cultural
tourism as a tourist activity has been determirniets also necessary to review
different concepts in regards to the cultural tsium terms of their motivation to

seek culture and the nature of their cultural elepees. However, as Richard’'s
(2007) points out, the target market for many caltattractions is mainly the

local population despite of their role as catalystshe attraction of tourists. This
proposition is of interest to this study becauseg@denced in further chapters,
the Opera House in Covent Garden mainly attradisnaestic audience comprised
by local residents and domestic visitors. McKercf#803:30) defines a cultural
tourist as ‘someone who visits, or intends to yveicultural tourism attraction, art
gallery, museum or historic site, attend a perforoesor festival, or participate in
a wide range of other activities at any time durihgir trip, regardless of their
main reason for travelling’. This conceptualisatafa cultural tourist is incisive

and concrete, and is applicable to this study asattraction studied is a provider
of culture in terms of performing arts and many rbers of its domestic audience
can be understood as cultural tourists because vy the destination to

consume cultural resources.

Cultural tourism, on the other hand, can also bkelil to leisure activities given
the association between cultural consumption ane@rtaimment proposed by
Smith (2007a). This is notable in the case of Cov@arden considering that
many cultural resources (performing arts, architedtheritage) are concentrated
in the same tourist precinct as leisure activiaes infrastructure (cafes, pubs).
Parker (1976) analyses the reasons why the leisdiestries continue to grow
and expand, concluding that the industrial and pudtistrial societies assign a
greater extent of importance to leisure, entertaimmand relaxation related
activities. Relaxation, therefore, constitutes ampoartant element of the

development of precincts for leisure. The authspahdicates that these leisure
activities, their characteristics and nature holdclase relationship with

demographic factors related to the individual swsh work, income, family

structure, education, religion and life cycle stagbkis suggests that a visitor’s
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interest in certain types of leisure activitiedtaal for example, will be related to
the individual's background and socio demographafile. In example, children
might have a tendency to be more easily engageakctwities that imply lower
levels of intellectual engagement whilst undertgki@isure activities. Likewise,
religious beliefs might act as propellers to unaleztcultural tourism in the form
of pilgrimage. In more recent studies, RichardsO(0also takes demographic
factors of the cultural tourists’ profiles to untée research on cultural tourism
motivations and type of attractions visited. Théhauemphasises the relationship
between culture, leisure and motivation, and inégathat visits to cultural
attractions do not necessarily signify a strongnest in culture. He identifies two
major groups: the culturally motivated and the wakurally motivated cultural
tourists. Given these considerations, culturalismarmay serve leisure purposes
effectively but not as a catalyst of cultural comgtion. Equally, if cultural
attractions are visited by individuals not inteeektn culture, the area or the
attraction itself is associated with other elemeht& succeed in attracting them.
They may be amenities, the acquisition of status@estige for example. These
concepts make a useful contribution to this reseascdt focuses on a popular area
for tourism and culture that attracts various typafs visitors that differ
considerably in terms of their socio demographiafife, motivations to visit and
experiences sought. Furthermore, they indicate ahiaturist’s visit to a cultural
attraction does not equal to a strong desire t@mempce culture in all cases. On
the other hand, a vibrant sense of place and theetration of a variety of
tourist experiences within the same precinct, sashCovent Garden, may lure
visitors into cultural attractions and that theivel of engagement with these
experiential opportunities will be influenced bythpersonal background.

These considerations highlight cultural motivatias a pivotal element in the
understanding of why visitors seek cultural expeees. In this respect, Smith
(2003) refers to DeBotton’s (2002) exploration bé tsubject, referring to the
constant quest for what DeBotton terms novelty @madplacency. This view also
indicates that the consumption of culture may rethe primary motivation for

visiting cultural sites or consuming cultural resms, as it may be the case of
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visitors in an area where different experientiapapunities are provided. The
author also appraises the distinct characteristidhie cultural tourist, affirming
that this group of travellers tends to be more $acli on experiencing
differentiation, is preoccupied with matters retated authenticity, longs for
cultural interaction, tends to have idealised insagethe destination and can be
highly resistant to simulacra. However, authentipifays a much stronger role in
the cultural experience to those visitors whosenmpagoccupation and motivation
lies within the cultural needs mentioned before ammy not be as central for
tourists visiting the sites for peripheral reasoht&kewise, Boniface (1995)
concludes that what she refers to as ‘differentrags a fundamental role in the
nature of a tourist’'s experience of culture anad@ldn the case of Covent Garden,
the array of experiential opportunities concenttaite the same urban precinct
suggests that the eclectic nature of this offer tmrrism may translate into

distinctiveness for the area’s visitors.

The understanding of how a tourist’'s motivatioreracts with the experience of
cultural resources has led existing literaturedategorise the cultural tourist. This
approach is useful for this research considerirey dbsortment of experiential
opportunities available in the area as noted abbveelation to this, Seaton’s
(2002) typology of tourists emphasises the expedsrnsought and undertaken.
This approach categorises the cultural tourisblg\irs:
e The dilettante/aesthete, interested in display$ siscmuseums or art
galleries
* The antiquarian heritage seeker
* The explorer adventurer, which can be linked todoats cultural
ventures
* The religious pilgrim and spiritual seeker
* The festival charivariist
* The literatteur
* The epicurean interested in food and wine

+ The natural and social scientist
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This categorisation is based upon the tourist'sabielural pattern and what the
author refers to as role playing throughout a (&g cited by Dann, 2002). It is
important to point out that the author identifiedes played by cultural tourists,
suggesting that they as tourists may become ameaetement of the tourist’s
experience themselves. However, and in spite of gtephic nature of this
typology, it can be argued that it does not prégiseldress the wide range of
activities that may be involved in cultural tourisiihcan also be argued that some
behavioural attributes such as ‘adventuresomereesdd be identified in other
types of cultural tourists other than the thirdegairy. From a more practical
perspective, Smith (2003) proposes that culturalists can be classified as:

* The heritage tourist

e The arts tourist

* The creative tourist

* The urban cultural tourist

* The rural cultural tourist

* The indigenous cultural tourist

* The popular cultural tourist

This typology provides a clearer approach to typesultural tourists based on
activities undertaken, but it can also be noted sbane of the categories are not
mutually exclusive, such as the cases of the urpapular and creative cultural
tourists. Additionally, the author does not entirehtegrate the matter of
motivation for undertaking cultural tourism or beloaral patterns, which as
stated above, can be the result of the actual copson of cultural resources or
on the other hand, the attainment of other expeggithat may not be related to
culture itself. As indicated before, these proposi are helpful for this study

given the range of experiential opportunities alad# in the case study area.

These categorisations highlight the complexityhaf tultural tourist's motivation
to consume culture. McKercher (2002) approaches ghbject from two
perspectives. First, the centrality of culture e tdecision to visit, considering
that undertaking cultural activities may result nfradifferent motivations. He
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indicates that ‘participation alone may not be isight to document intent’ (p.31).
Secondly, there is the matter of depth of expegemilarly to Hughes (2000),
McKercher (2002) proposes that visitors can be egaised cultural tourists’
when cultural activities are broad and give a galneverview of a destination’s
cultural offer; whilst the ‘specialised culturalurgst’ has a clear focus on the
specific sites or activities that they intend todertake. These two categories
suggest that the depth of the experience can heratteaningful or shallow for
the visitor. This perspective differs from Seatof2002) and Smith’s (2003)
stance because it considers depth of experien@n asiportant element of the
understating of the cultural tourist. Different éwv of depth of experience and
purpose of visit result in a categorisation of acddive different cultural tourists
as illustrated by Figure 2.1 below:

Figure 2.1— Tourist typology according to motivation and thepf experience
(McKercher, 2002)
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McKercher (2002) proposes that cultural tourists loe:

e Purposeful cultural tourists, who have a clear $o@n -cultural
endeavours, often on very specific types of culttoarism, and have
deep and meaningful cultural experiences.

» Sightseeing cultural tourists, with high levelsnobtivation associated
with the cultural aspects of the destination, lngise are experienced
superficially.

* Incidental cultural tourists, with low levels of lawral motivation and
if they happen to come across cultural activitieey experience them
superficially as well.

e Casual cultural tourists, who may have a limiteteri@st in cultural
activities in the destination of choice and havaadly limited cultural
experiences.

» Serendipitous cultural tourists, with low levels afltural motivation
but end up having meaningful and deep cultural e&pees without
seeking them originally. He argues that this typéoarist is rare, and
if the cultural offer of a destination captivatduk tattention of non
cultural tourists to the extent that they have dedpural experiences,

such destination has a strong cultural sector.

Overall, the main lesson from this model is thatsioverly simplistic to assume
that high motivation automatically equates to apde@perience’ (p.33). The
model was tested by the author in the case ofovssin Hong Kong, and it was
noted by the author that purposeful cultural tdariepresent a comparatively
smaller group that the other categories. This tgpeourists’ clear focus on
specific cultural endeavours makes them a markentefest and they are ‘the
greatest consumers of intellectually challengingrieng experiences’ (p. 37).
Even though the latter statement implies what i®dounderstood as ‘depth of
experience’, a concise definition of the notion net clearly defined. This
approach to the categorisation of the culturalisbuaddresses the nature of the
tourist’s motivation and experience and highlighiiat participation does not

necessarily imply intent in cultural tourism. Nethaless, it does not differentiate
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between the different types of cultural tourism emaken unlike Smith (2003),
suggesting the need for a more wide ranging claasiin that covers both the
supply and the demand of cultural tourism, implyiagmuch more complex
network of categories. Furthermore, as insightiilttee notion is and helpful in
terms of integration of motivation and experienis, applicability to a well
established urban precinct for tourism and cultare world city like Covent
Garden in London is yet to be evaluated. As inédabove, the author conducted
his research in Hong Kong, which differs considgrab terms of nature of
attractions and urban settings from London. Howetrer notion is useful for this
study because Covent Garden has an ample arraypefiential opportunities
related to culture and leisure that lead to difieexperiences, and it is beneficial
to consider motivation and depth of experience ndeustand the processes of

cultural consumption in the area.

This research focuses on a cultural flagship ferglrforming arts. Therefore, it is
also useful to review categorisations of the caltuourist in terms of arts

consumption. Hughes (2000) focuses on arts relatkdral tourists and indicates
that they can either be arts-core when the objedftheir travels is to undertake
cultural tourism in the form of performing arts, arts-peripheral when these
activities complement another primary travel pugoBhe author indicates that
primary arts-core tourists are understood as visidhose sole purpose of visit is
to undertake cultural tourism; or multi primary aemtis-core when performing arts
are part of the main objectives of travel. Likewidee arts-peripheral tourist can
be either incidental when undertaking culturalatés is not the objective of the
visit to a destination but is still planned; or @emtal when it happens
spontaneously. Finally, the author (p.59) also whars the nature of the trip,
classifying it as either a holiday, which can b&s-@&ore in the cases of those
visiting a destination to consume culture but apast of a holiday, or arts

peripheral when culture is part of the holiday ragtas a diversion. Non holiday
visitors can also be arts-core when they traveklgofor culture whilst art-

peripheral non holiday travellers can either bebasiness or visiting friends or

relatives. The author provides an insightful apphoto the circumstantial factors
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affecting the experience of the arts as a form wfucal tourism which is
applicable to this study as tourists in Covent @arthay visit the area primarily
to attend a performance at the flagship buildinthwther activities undertaken in
the area as a result. This notion also relates ¢&evcher’s (2002) ideas on this
matter as it considers the centrality of undertgkoultural activities in the
tourist’s experience of culture. Likewise, it cam &pplied to Smith’s (2003) and
Seaton’s (2002) typologies as it examines the aopsion of the arts as a form of
cultural tourism. However, it is not a fully compensive model of understanding
given that it does not include depth of the expm@eor motivation to consume
cultural resources, whether they may be the aeim$elves or the other secondary

factors proposed by the author.

All these considerations suggest that a categarisaf the cultural tourist implies
not only an understanding of the nature of theaetitbns but also of the
motivations to visit and the circumstances involuedhe actual experience. The
theories reviewed point out that cultural tourisam de experienced in different
ways depending on the activities undertaken (Sm2®03; Hughes, 2000).
However, there is a lack of consensus about ppatiicin in cultural activity as
indicators of intent considering that the firsteggdrisations reviewed interpret the
act of participating in cultural endeavours as\gegisign of willingness and full
engagement. McKercher (2002) on the other hand evemnthe nature of the
experiences and argues that undertaking them shmatldbe considered as an
indicator of a meaningful or purposeful endeavdurerefore, it is necessary to
undertake further research that would take themmeahts into account leading to
a more complex but inclusive classification of atdd tourists. In addition, it is
important to understand the mechanisms that interie the consumption of the
cultural tourism product within the minds of thensamers, the tourists, who have

different means of perceiving and experiencingurelt

2.4. The tourist experience
The review of different perspectives and approadbeke cultural tourist leads

towards the analysis of the cultural experiencéniwitan urban context. As this

30



Cultural Tourism, Cultural Tourists and the Tourist’s Experience | Chapter 2

research focuses on an urban area for tourism altwre it can be said that the
urban settings and the nature of the offer forisonrin the area have an impact on
the visitor's experience of place. The concept ofoarism precinct will be
developed in detail in the next chapter whilst gsialg different concepts related
to urban areas for tourism and culture. Howevers ibroadly introduced here
because the nature of a visitor's experience camtheenced by the settings in
which they are undertaken. Hayllar et al. (2008)iaate that rarely is tourism an
activity dispersed in and around the urban territafra destination, but it is often
concentrated on specific sites of interest that tivee shape the tourist landscape
of the destination. The authors (p.8) indicate thase points of concentration
may include iconic sights, shopping areas, landnealtural institutions or places
of historical significance (...) where a number dfattions of similar or differing
types aggregate alongside a range of tourism cet#erices, these areas take on a
particular spatial, cultural, social and econondentity’. These elements will
ultimately constitute the tourism precinct’'s plaoaking system, and they will
influence the nature of the tourist's experiencaliasussed below. The authors’
proposition is of particular interest to this resdabecause it considers a wide
range of elements concentrated within an urbanimeesuch as Covent Garden,

which may shape to different extents the visitexperience of place.

Hayllar et al. (2008) argue that the experiencarofirban tourism precinct is the
result of the process of individualizing the urkexperience, which the authors
associate with Kelly’'s (1955) ‘personal construwédry’. This notion proposes
that every experience is preconceived by the idd&i according to a

personalized set of elements that create a sensgpettation within the tourist

influencing their experience of place. This suggdsiat the urban experience,
according to the authors, is subject to the idatbts of place after the individual
has nurtured images and gathered representationg. ofhe author also

emphasises the socialisation of the urban expexjenlying that the presence
of other tourists may affect the individual expade, which relates to the notion
of co tourism as discussed in further sectionss Tieoretical framework focuses

on preconceptions of place and the presence ofrotakecting the tourist’s
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experience of an urban area and is applicable tee@oGarden as this urban
precinct is a popular area both in terms of visiambers and media exposure

that may create images and generate expectations.

Graefke and Vaske (1987) highlight that a toungiezience can be influenced by
‘individual, environmental, situational and persltyarelated factors as well as
the degree of communication with other people’ ¢asd in Ryan, 2002a:119).
This outline of factors affecting a tourist expege is useful because it
encompasses a relatively wide set of elementsriiagt have an impact on the
final outcome of a tourist experience. It can bpliapble to Covent Garden as the
built environment, the presence of other tourigts,circumstances in which they
visit the area and the tourist's personal prefezsnoay determine the nature of
their experiences. However, it oversees the depthuman interpretation and
perception of outer stimuli that result in sucheaperience. McKercher (1996:65)
indicates that ‘whether people feel that they areace not tourists or have
participated in a tourism experience has less tovido the satisfaction of some
imposed distance, time, or space criterion and ntoredo with their own
perception of the experiences they have had dreif attitudes to the experiences
they perceive others to have had’. The author lggtd the importance of inner
values and processes that lead to the interpretadio an image and the
characterisation of an experience. Richards (198B&) argues that the meanings
assigned to what is perceived will be the key deiteant of the nature of a
tourist’s experience, mentioning Urry’s (1990) theof the tourist’'s gaze, further

explored by MacCannell (1999) below.

MacCannell (1999:23) approaches cultural tourisieeiences by indicating that
‘the data of cultural experiences are somewhatiofielized, idealized or
exaggerated models of social life that are in tbhblip domain, in film, fiction,

political rhetoric, small talk, comic strips, exjpgams, spectacles, etc.’. The
author notes that a determining precedent of ther@af the cultural tourist’s
experience are the preconceptions and expectatiaiiison the tourist's mind on

the basis of the images projected by differentssoftmedia. The author refers to
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these images as ‘models’. Subsequently, therepseess of transformation of
these models through the process of personal netatpn by the tourist, which
the author suggests is the second element of araulourist’'s experience, the
‘influence’. A third element according to MacCarlisl(1999) theory is ‘the
medium’, which refers to the component of the gtrig; linking models and
influences in an interactive process. An exampleaomedium would be a
television broadcast or a one to one conversagfimgenting the images provided
by the models to the subjective interpretation leé tourist, influencing their
personal meaning. In this sense, the author engdsshe importance of the
processes involved in cultural productions and iteractions amongst the
indicated elements which ultimately compound theesience of cultural tourism.
They can involve anything from a celebratory paremenusic festivals to sport
games. All of which are extensions of the localtun@ perceived by the
prospective or actual tourist. MacCannell (1999ene to these extensions as
‘signs’ or ‘rituals’ that represent local cultunzlues as a whole. However, these
are not to be mistaken by the models mentionedgbas the author claims that
‘(they) are not merely repositories of models focial life, they organise the
attitudes we have towards the models and life’sThdicates that a cultural sign
or ritual is the mixture between images and behavaffecting the tourist’s

perception of a destination and its local community

These perspectives help to understand the basiteats influencing the cultural
tourist’'s experience of a destination and estabtish role of the media and
personal interpretation in this process. In addjtiblacCannell (1999) refers to
‘markers’ as information readily available beforpeason’s visit to a place, which
can potentially create images and expectationsspleaific site. It is important to
note that according to this theory, the persondlues of the sightseer will
determine how the actual site is transformed; foeesethe markers are also
subject to personal interpretation. Richards (199%grees with these views
considering that the intervention of different farnof media form mental
constructions influencing the tourist’s perceptafra destination or of a cultural

production or attraction. These considerationsapmicable to this research as the
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area studied is a popular tourism precinct thatepicted in different forms of
media such as film (My Fair Lady) or tourist broobs; which lead to the
formation of preconceptions about it and mentalgesathat potentially influence
the visitors’ perception and experience of placeaddition, the rituals indicated
by the authors can be identified in different teupractices in the area, such as

watching street performances for example.

MacCannell's (1999) views about the tourist and feisure classes have been
referred to as groundbreaking (Tzanelli, 2004) aral useful to this research as
they provide a theoretical framework that idensiftae elements that intervene in
the construction of a tourist's experience of plddewever, it can be argued that
these elements are approached from a complex dhdrrabstract perspective
subject to personal interpretation. Ross (1994)ttan other hand, provides a
simpler and pragmatic approach to the tourist egpee from a psychological

point of view, which can be linked to that of Graf&and Vaske (1987) considering
that it encompasses a series of elements thataanahdirect or indirect effect on
the experience of place. According to the autftas important to consider the

relationship between work and tourism, suggestiad) the ‘spillover’ effect refers

to the identification of either positive or nega&tiaspects of a person’s usual
working or everyday life in the tourist site. It muggested that a tourist's
experience is influenced by what is perceived agtiee or positive aspects of
every day life and how they present themselves whbedertaking tourist

activities.

These considerations are useful for this studyhag eéncompass an individual’s
personal background in terms of how their past B&pees influence their present
tourist experience. Ross (1994) also refers to sl (1943) hierarchy of needs
(physiological, safety, love, esteem and self didaion) as an important
consideration in order to understand the touristrseer mind processes that will
ultimately determine the nature of their experiencéle also relates the
understanding of the tourist’'s experience to lev#lsatisfaction in relation to

Murray’s (1938) classification of needs (consenerachievement, recognition,
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exhibition, dominance, autonomy, contrariance, eaggjon, abasement, affiliation,
play and cognizance). These views are useful tdys@dhe tourist’'s behaviour
from a specific stance, as it suggests that theyifest themselves according to
the tourist’s interest in undertaking certain typdsactivities. In example, the
cultural tourist will be driven by their needs dhy and cognizance; while eco
tourists or adventure tourists orient their endeas@n the basis of their needs for
achievement or affiliation. Hence, the extent toichhthese needs are fulfilled
will be direct determinants of a pleasant or ungdex tourist experience. These
views are also informative for this research as ohehe research questions
focuses on what motivates tourists to visit Covébdrden, entailing an

exploration of what needs are being satisfied.

Asides from motivational considerations, Ross’ @9Psychological approach to
tourism also implies the study of personality fasiaeferring to Plog’'s (1984)
model about personality traits that can have arohéténg effect on the tourist’s
experience. These are indicated as venturesomenasssure seeking,
impulsivity, self confidence, plainfulness, masaiil, intellectualism and people
orientation. As in the case of motivational issusféecting the tourist’'s
experience, these personality considerations willamly determine the choice of
destinations and activities to undertake but wioashape the nature of the
tourist’s experience. The variety of experientipportunities in Covent Garden
suggest that a wide array of visitors with diffdr@ersonality characteristics are
attracted to the area, and concepts such as “esuonreness’, ‘plainfulness’ and
‘pleasure seeking’ provide useful guidelines to ensthnd the nature of the
experiences they seek and have in the area. ¥irddiss (1994) also indicates
that both attitudes and the environment also shhpetourist's experience of
place. In regards to the latter, the author ineégdlhat a focus point in terms of the
environment of the destination is the image thatdfects, making it appealing or
deterring for different types of tourism marketsad€annell’'s (1999) views about
the tourist’'s experience can be linked with Rod99%4) stance on the matter,
whereas the importance of images attained throuffgreht means may actively

influence an individual’'s experience of place. Thesnsiderations indicate the
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importance of sensorial consumption of place amditfiuence that images and
other means of sensorial stimulus influences aorisi experience of a tourist

precinct.

2.4.1. Sensorial experience of place

Covent Garden is a multifaceted area for touristh@ariture that can be perceived
from different perspectives. To provide a more uscle understanding of the
processes of perception and interpretation of pldee following sections focus
on how images shape the tourist experience alotiy ether sensorial stimulus
that also exert an influence. According to Pocaokl Hudson (1978:19), ‘the
image is the sum of direct sensory interaction mterpreted through the
observer’'s value system, and accommodated in tistirex memory store where
inputs from indirect sources may be of at leastaégquportance’. This definition

of image is useful because it appraises the irntieraof images with the visitor’s

intrinsic means of interpretation which shape tipeirception of place. The author
implies that images are partial, simplified, idiosyatic and of a dynamic nature
as they can evolve over time. Pocock and Hudsor8)l8rgue that these views
on images are particularly applicable to modernegitand urban precincts,
considering that they are visual representationdooél cultures and values.
Another important urban consideration is the agtiar use of elements of the

urban landscape.

Pocock and Hudson (1978:77) state that ‘physicatufes of the environment
achieve significance or image ability through asstemn with a particular activity

or function or (..) through the adherence of particular sentimentsmories,

attitudes or beliefs’. This assumption is useful the understanding of the
dynamics between urban images and the tourist'sepépn considering that
three elements are involved in the process: thgeniself, the use it has and the
structure of the individual's inner values and/@elings. The result of the
interaction between such elements will ultimately the final outcome of the
tourist’s experience of place. In the case of Co@arden, for example, a popular

image is that of the market which is associatedthy area’s commercial
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ambience, leading to perceptions and preconceptidnglace. However, Ley
(1981) notes that these are subject to a seriggrofsic and extrinsic factors by
indicating that tourism precincts are ‘a negotiateality, a social construction by
a purposeful set of actors’ (as cited by RingeQ8Lbh Hayllar et al., 2008:190).
On the other hand, Pocock and Hudson (1978) sthessnportance of sense of
place, summarizing it as the element by which &a and its traits can be recalled
or remembered easily by past visitors. MacCandé&99) indicates that a tangible
and distinctive sense of place is the result afeng set of markers as discussed
above. In the case study area, the market plaegrisence of street entertainers
and a distinctive built environment present imatgest shape the area’s place
making system by presenting images that influetee \isitor's perception of
place. It is important to note, however, that thegean characteristics are also
subject to the human elements in and around itefotiourists, the local
population), therefore the authors indicate thatythre not only urban precincts

but also cultural landscapes.

Ingold and Kurtilla (2000:90-91) indicate, ‘(the apk) exists through the
realisable projects and availabilities, patternausé and users, all of which are
practically negotiated daily (and) this unnotice@nfiework of practices and
concerns is something in which we dwell as hab#ttidiody subjects’ (as cited by
Minca and Oakes, 2006:29). The meaning of platckan referred to as a matter
of high complexity that includes people and adegtthat take place. Covent
Garden can be viewed as an immobile image in tefits built environment, or
as a mobile image related to the movement of peaptearray of activities that
take place in the precinct. The immobile perspectian be associated with the
authors’ views on physical qualities that determineir level of ‘imageability’
according to how strongly they influence the pracekoverall image creation in
the visitors’ perception. Buildings and landmarksstty account for this process
as discussed in further chapters. It is in thisedhat flagships developments gain
their important role as influences of the imageaddity or an urban district as a

whole.
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These perspectives focus on visual qualities ofasea directly affecting the

visitor's experience of place. However, EdensorO@0as cited in Minca and

Oakes, 2006) argues that the sensory experiengdaoé goes beyond visual
stimulation, indicating that none of the other fdmuman senses should be
overlooked whilst analysing the nature of a toigisixperience; as smell, touch,
taste and sound can be just as powerful meansapfreina tourist’s experience. In
relation to this, Arkette (2004:159) proposes thiaidies focused on perception
and experience of place should include ‘the corgoréhe sensual and
psychological aspects of (a) subjective experieaseyell as the broader cultural
characteristics of the different communities antcsitures which contribute to

the diversity of city spaces’. This suggests thare is a broader sphere of
elements that need to be taken into account tardate the tourist’'s experience
beyond an area’s visual qualities. The author caled that sound can be an
active and highly important part of place makinghee tourist’'s perception, and
that it may play a fundamental role in the urbaenitty of some districts where
street performance takes place for example. Thésdear indicator that sense of
place is undoubtedly constituted by a group of elets, out of which architecture
is one of them, and sound, amongst others, playsflarential role in the visitor's

experience of place.

These assumptions are of special interest in uabeas for tourism and culture
where music is an important element of their pdidf@f activities, such as
Covent Garden and its provision of street entemeaint. Cartier (2005:5) agrees
and indicates that ‘sensory modes beyond the visuay be more elusive,
gualities that are aural, haptic, flavourful, otfary. What stimulates these senses
might be fleeting; we might own the visual envir@mhvia the gaze, but sounds,
tastes, smells have their temporal limits’. Thiggests that while visual assets
can have a longer term endurance and can be meaily é&ghlighted, other
features of the environment are of a more spontaneature, and their perception
by the tourist is often casual. This once agairfioms that the interpretation and
experience of place is almost entirely intrinsict subject to extrinsic place

making elements, whilst personality and motivatlassues influence the tourist,
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the outer circumstances deliver different and tempgo elements to certain
tourists at certain times. In this sense, asidesnfthe provision of street
entertainment providing aural stimulus to visitorSCovent Garden, for research
purposes, it will be important to consider how fkel of other visitor's shape

their experience of place, and how tastes and sroafl also exert an influence.

Perkins and Thorns (2001) highlight that sensos@nulus may affect the
tourists’ experience to the extent that their bé&havis modified. This notion can
also be linked to MacCannell’'s (1999) tourist ‘als!, which lead visitors to

become performers themselves as they engage in gpatractivities. By these
means, they may become an important element ofeairmt’'s place making

system due to their common behaviour. As noted loke&Cand Perkins (1998) in
regards to adventure tourism, ‘involvement in adwen tourism, whether as
active participant or as a member of an eager auodjeextends well past
watching or gazing. It is much more active thart.thatheir view, the notion of

the tourist performance more adequately capturesetperience of adventure
tourism because it connotes both a sense of segidgan association with the
active body, heightened sensory experience, riskievability, passion, pleasure,
mastery and/or failure’ (as stated in Perkins ahdriis 2001:196). Even though
the authors’ study focuses on adventure tourisma, statement illustrates that
sensorial stimulation leads visitors to engageadrtain activities and behave in
particular ways that are common in a tourist avelsich leads them to become
active performers, and indeed, part of the attbactind peculiarity of a tourism
precinct. They summarise these notions by indigatithat ‘whichever

combination of activities they choose, and wherdliese activities are pursued,
each tourist participates in a performance that promises aspects of Urry’s
(1990) gaze accompanied by physical, intellectuad aognitive activity and

bodily sensation’ (Perkins and Thorns 2001:187n<tering that Covent Garden
is a popular precinct for tourism with high levelsvisitation and the presence of
street entertainers that can be linked to the nadfaituals, it is also important to
further explore topics related to the tourist’sfpenance in an urban precinct and

the idea of co tourism as addressed below.
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2.4.2. The tourist’s performance

This research focuses on a tourism precinct whiiereht types of performance
are concentrated, from popular street entertainrteemigh culture presented at
Covent Garden’s Opera House. It should be notedgeter, that performance in
the area should not be viewed strictly from thefqrering arts perspective, but
from the tourist’s contribution to the area’s sengglace given their behavioural
patterns which can be seen as a performance asRuadl and Gilmore (1999)
make an important contribution to the understandihg tourist experience in the
context of what they refer to as ‘the experiencenemy’ considering the
importance that the tourist's experience has ugom @€conomic, social and
environmental spheres of a tourism destinationthis sense, the authors propose
that they are determined, on one hand, by the lefvphrticipation, engagement
and interaction that the tourist experiences ipeesto a tourist activity. These
can range from experiences of a passive naturectiveaparticipation and
involvement. It is interesting to note the link Wween this view and Smith’s
(2007a) proposition of the shift from passive torenengaging and interactive
forms of cultural tourism. Pine and Gilmore (192®o indicate that the second
dimension to consider the tourist's experiencetlee ‘kind of connection, or
environmental relationship that unites customeith Wie event or performance’.
This suggests that visitors ‘connect’ with an evardifferent manners which can
be associated with their level and nature of thparticipation in them. For
example, the audience of a street entertainer wheclomes an important element
of the spectacle. In relation to this, the authodicate that on one end of the
spectrum of this element is absorption, to addthesmental engagement that
visitor's experience whilst on the other end; imsi@n indicates the level of
physical interaction between visitor and attractiogsulting in a tourist’'s

experience.

Depending on the levels of participation and natofeengagement, Pine and

Gilmore (1999) propose four ‘realms’ of experiences
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« Entertaining experiences, which are usually of pagsarticipation but
high levels of mental absorption, for example, \watg a film or
attending a performance.

* Educational experiences, implying high levels ofteliectual
absorption but can provide active experiences ¢oviitors, as with
museums providing ‘edu-taining’ experiences thagage visitor's
actively in the learning process.

» Escapist experiences, which also imply high leweglparticipation but
can be more absorbing in a physical manner ratiegr intellectual;
immersing the visitors in them, as in the expemsnprovided by
casinos or themed parks.

» Aesthetic experiences, involving lower levels ofrtjggation but
higher levels of physical engagement. As in a Btigriexperience of

safari rides.

Pine and Gilmore’s (1999) approach is helpful beeatiinvolves the two spheres
by which the outer environment is absorbed by atorisboth mentally and

physically. However, it also combines these elesiewith the nature of

interaction between visitor and object. These mdti@re applicable to this
research as a tourist's engagement with the clitiaagship can be associated to
either the building’s physical presence in the apeato the institution as a
provider of high arts. In the latter case, provifimteractive and engaging
experiences to the user imposes an issue of coasme for a provider of

performing arts due to the passive nature of atbgna theatre performance.
Regardless of this, it is a communal activity thais also emerged from the
literature as an important element to understatmhiast’'s experience of place. In
addition, the author’s views highlight the importarof physical immersion in an
environment which is a notion that can be appleethe case study as visitors in
the area may have their experience of place infleérby the presence of the
Opera House without physically penetrating its spd@n the other hand, the

categorisation of experiences can also be linkedotwist roles assumed by
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visitors that lead them to behave in different wadgading them to become

performers of the area as discussed below.

Edensor (2001) proposes that the tourist's expeeiéha performance subject to a
tourist space: ‘tourist performance is socially apétially regulated to varying
extents (...) the organisation, materiality andtlastec and sensual qualities of
tourist space influence, but do not determine, kivels of performance that
tourists undertake’ (p. 63). The author proposed the tourist’'s performance
provides cues of behaviour to others, and is cagal\by tourist rituals that may
be of a serious and formal nature referred to esrporating rituals, characterised
by ‘grandiloquent pageantry and solemn, precise emmnts’ (p. 64). On the
other hand, Edensor (2001) notes that the ritualg pe oriented towards leisure,
relaxation and entertainment in what he refers dgleasurable carnivals that
consist of ‘more carnavalesque ceremonies’ that‘rame convivial, sensual,
improvisational and playful’. This notion is usefbécause it encompasses the
importance of tourist behaviour in their experietitat is often affected by other
tourists as they provide each other with behaviootees of movement and
conduct. In the case of Covent Garden, the leisurentated sense of place
facilitated by street entertainment and a commearidience can be linked to the

more relaxed ceremonies that may exert an influendée visitor's behaviour.

Edensor (2001) also takes into account the role‘soéneography, stage
production and design’ whilst evaluating the rofetmwvn planners that lay out
certain areas to provide different sorts of expe®s to its visitors. The notion
also addresses media exposure and projected inaggisconceptualises tourist
precincts as mediatised spaces; as well as theriampaole played by cultural
intermediaries that influence the tourists’ perfarmoe in the precinct. These
performances are conceptualised as ‘directed’ where is a staged intervention
through town planning or the provision of certaittractions or experiential
opportunities that influence the visitor's expedenof place. For example,
designated areas within a precinct where strekigiss permitted. On the other

hand, the author suggests that the performancebmdidentity oriented’ when
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the visitor turns to self to determine their beloaviin the area. Finally, the

performance may be ‘non conformist’ when they casea result of resistance to
communal modes of behaviour. Harvey and Lorenz8062.6) address this latter
group from the post tourist perspective, indicatihgt ‘(they) have the cultural

capital to realise that tourist activities are sthgand yet still reveal in the

inauthenticity and kitsch offered by the performesicThe authors refer to Holt’s

(1998) concepts regarding cultural capital, propgshat people with low levels

of cultural capital are more likely to engage irtiabinteractions and that their
tourist experience is prone to be influenced by phesence of others. These
concepts are useful and informative for this reseaonsidering that the array of
experiential opportunities in Covent Garden attkasitors with a variety of levels

of cultural capital.

2.4.3. Co tourism

The considerations above can be linked to tourigséicipation in communal
activities and practices that lead them to perfamntertain manners. It is also
important to consider how the presence of otherigtsu may affect their
experience of place and performance. Harvey anérnzan (2006) develop the
notion of the co tourist and identify its roots lhry’'s (1990) collective gaze,
which proposes that the attraction of certain sited places is associated to the
presence of others. As Hogg et al. (2000) noteatwdrry ignores is the social
symbolism of shared consumption and the socialrasten that increasingly
configures the role of the tourist’ (cited in Hayvand Lorenzen, 2006:18). The
authors compare the phenomenon of co tourism t@awyn game where the sole
presence of different players is not enough tovdelibut social interactions in the
form of performances and practices are necessdngsel performances and
practices are stimulated by rituals, and have tbeengial of becoming rituals
themselves in a chain of social reactions and actens that provide other
visitors with cues and behavioural parameters withmpairing their ability to
gain cultural capital. As indicated by the auth@@<0), ‘tourist spaces are being
developed where the co presence of other tousstegessary to fulfil the role of

the tourist. In these spaces, other tourists, eoists, either provide cultural
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scripts or simply participate in the interactionalieu that facilitate the role’. It is
important to note, however, that the collectivespree of tourists in urban
precincts may lead to congestion that can potdytialn into a detrimental
element of the tourist’s experience. In relatiorthis, Lopez-Bonilla and Lopez-
Bonilla (2007) refer to Savariades’ (2000) notidrsocial carrying capacity and
define it as ‘the maximum level of use that carabsorbed by an area without an
unacceptable decline in the quality of experiendevisitors and without
unacceptable adverse impact on the area’s soqjptyl18). The author, thus,
identifies two layers of understanding of sociakrgimg capacity, the first
concerning the tourists and the second relatedche¢oldcal community. Lopez-
Bonilla and Lopez-Bonilla (2007) conclude that tbptimal levels of social
carrying capacity are psychologically established the visitors themselves.
Covent Garden is a popular tourism precinct, ardigh levels of visitation may
exert an influence on the visitor's perception aexperience of place by

representing a nuisance or a stimulating traihefdrea.

Finally, it is important to refer to the profile tdfe visitor and impact that this has
on their experiences beyond the intrinsic psychioklg and behavioural
characteristics developed above. Edensor (200&ppjoaches the individual's
socio demographic variables that may exert an itnpacheir experience of place
and concludes that ‘culturally coded patterns ofrist behaviour partly emerge
out of dispositions that evolve around class, genelianicity, and sexuality for
instance’. There is also a consistent tendencyxistieg literature to make a
radical distinction between the host community #rmelarea’s visitors in order to
understand the patterns of behaviour of both tdeatelividually. However,
Maitland (2009:31) suggests that in world citiestsas London or New York, the
boundaries between visitors and host communitiedbhrred, as the presence of
domestic visitors, temporary migrants such as stisjléhe local population and
international tourists using the city simultaneguslur the distinction between
visitors and host community, identifying these ciigers as a ‘cosmopolitan
consuming class’ which comprise residents, worlkerd visitors alike (...) and

who ‘want to consume amenity and culture, and erfigvyiliar landscapes of
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consumptions’. The contemplations lead to the awmich that the host
community should not be dismissed as a receptiviehéor cultural experiences
provided by the cultural tourism industry, and thetilst the nature of their
experiences may be subject to different elementgjsts and locals absorb the
same elements in the world city, where attractiares often not developed for
tourism in the first place. As noted before, Londsra world city and Covent
Garden, located in its central area, attracts aetyarnof visitors of different
interests and socio demographic profiles that tasuh cosmopolitan ambience.
This also points out the importance of evaluatingvha tourist’'s personal
background in terms of origin affects their percapiand experience of place. In
this sense, the next section addresses issuesdétatcultural distance and its

influence on the nature of the tourist's experience

2.4.4. Cultural distance and depth of experience

McKercher (2002) argues that cultural distance d&@a®nsiderable influence on
the appeal of cultural activities to internatiortaurists. McKercher (2002:36)
refers to Mcintosh and Goeldner (1990) to concdsidhe notion of cultural
distance, indicating that ‘visitors from more cudtlly distant regions tend to seek
deeper experiences, whereas those cultural toursts culturally proximate
regions seek a more entertainment orientated esquei. This concept applied to
urban tourism would suggest that international igtsirfrom distant countries
would seek to have deeper cultural experiences,thatlthe domestic visitor

would not assign as much importance to it.

Depth of experience is central to this notion. Nthaess, it should be noted that
there is a lack of consensus regarding what dep#xperience consists of and
what factors intervene in the process of havingeapdor shallow experience.
McKercher and Chow So-Ming (2001) use a serieidicators based on tourist
activity to measure their depth of experience aicpl These are: to mostly
sightsee and/or photography or seeing interestim) nusual sites, to learn a
little about the local culture and heritage, tartea lot about the local culture and

heritage, or to develop a deep understanding ofildbal culture and heritage.
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These indicators directly relate a tourist’s deptlexperience with the choice of
activities undertaken during a visit and to a l@agrprocess that comes as a result.
However, it should be noted that the first indicaassumes that the individual
seeks to experience a foreign culture in unfamiBattings. Conversely, the
authors also cite Jackson (2000) who suggests ‘thdy culturally distant
destinations are too strange and too threatenirtf, the prospect of visiting too
intimidating to be enjoyable, unless a sufficierltlyge environmental bubble can
be created to shield the visitor from that stramegeh (p. 25). In this sense,
‘strangeness’ may attract or deter tourists frositivig a site or a precinct. Larsen
(2007) states that although central to tourismisjdhe nature and essence of
tourism experience is a field that remains undseaeched. The quest for a clear
approach to this topic points towards McCannell'899) views, which evaluate
the tourist’s level of understanding of what isgeeved and the impact of this
understanding on the nature of the experience.alitteor (p.68) affirms that ‘the
tourist’s inability to understand what he seeshe product of the structural
arrangement that sets him into a touristic relatgm with a social object’.

This assumption closely links to the matter of wdt distance addressed by
McKercher (2002), which indicates that touristsiting a destination from more
culturally far regions will tend to seek deepertardl endeavours in the search of
novel and authentic experiences. However, thistijposiseems to somewhat
contradict that of McCannell’'s (1999), who affirnisat a culturally different
background may impair the tourist from understagdime cultural productions
presented before them. It should also be notedMladtercher (2002) indicates
that ‘different people have different abilities &mgage cultural and heritage
attractions based on an array of factors, whictude their level of education,
awareness of the site prior to the visit, precotioap of the site, interest in it,
meaning to them, time availability, the presence atssence of competing
activities that vie for their time and a host di@tfactors’. All these other factors
are likely to be influenced by the individual’'s penal background. In this sense,
if this foreign background may impair their ability understand the visited site’s

cultural features yet the greater the cultural eddhce the deeper cultural
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experiences may be, it could be inferred that tleist embraces and enjoys the

challenge of not fully understanding the visitedtue.

Goeldner and Ritchie (2003:365) conceptualise thteon of cultural distance as
‘the extent to which the culture of the area frorhiach the tourist originates
differs from the culture of the host region (...) treater the cultural distance, the
greater will be the resistance (...) however, thati@hship might be the opposite
(..) the higher the cultural distance between paldr origin and destination areas,
the more an allocentric person may wish to travehat destination, to experience
this extreme difference’. This conceptualisationiagpresents a conundrum in the
understanding of the international tourist’'s exgece of cultural tourism in a
given precinct. In one hand, they may be intrigbgdand attracted to what is
unknown to their cultural background; whilst italso possible that this might be
a factor to deter them from experiencing an unf@amiculture. Goeldner and
Ritchie (2003) associate this uncertainty to Plogassification of tourists in
allocentric when they are on the adventurous ampdbeatory side of tourism, and
psychocentric when they remain within the packdgadiay in the confinements
of Judd and Fainstein’s (1999) tourist bubble. &léhors’ (2003) also identify
other factors that may deter tourists from visitohgstinations and experiencing
their cultures. These include economic distancerredl to financial constraints
resulting from taking the trip, cost and qualitysarvices in the destination, and

seasonality.

Supporting the notion that cultural distance isaetdr that prevent tourists from
undertaking culturally meaningful experiences i€ twork of Williams and
Zelinsky (1970), who indicate that ‘although gequraal distance is a
commonsensical influencing factor to tourism flovs®@me proximate nations
display weak touristic interaction (and) are alfeaed by the cultural and social
differences among nations’ (as indicated by Bow@&03:259). The authors
highlight the different elements involved in thetioo of cultural distance,
identifying them as cultural differences that idfice the tourist’'s levels of

interaction and engagement with place. Bowden (R@@praises the country of
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origin of tourists in China in regards to the gexajrical areas that they tend to
visit and proposes that there is a pattern sugggeshiat cultural distance may not
only affect the nature of the cultural experienag I will also affect the
districts/regions of the country visited by interoaal tourist. The author (p. 276)
indicates that ‘inter-regional tourists have mommilar destination preferences
than intra-regional tourists do’. This suggestd thecause of the nature of the
cultural experience is apparently less meaningfuihfmore culturally proximate
visitors, should they decide to visit the countrgyt shall seek alternative forms of
culture rather than the one found in mainstreamigbdistricts. Similarly, Ryan
(2002b:952) undertakes studies to evaluate toflowts within the Maori culture
in New Zealand, and states that ‘the lack of spdigtance between Maori and
tourists means that European New Zealanders ardraoin to Maori culture as
an attraction in the manner that those from Eummé North America are’. This
entails once again that the greater the cultuitbdce is, the more likely is that
the cultural experience will be meaningful, ormfyghing, appealing to the visitor.
Ryan (2002b) attributes this to what he refersstéha ‘exoticization’ of a culture

when this culture is unknown to the visitor, stiatulg curiosity and intrigue.

On the other hand, McKercher (2002:31) cites Timieth(1998) work, who
indicates that ‘people will have different expedes based on their differing
levels of connectivity to a site’. This statememplies that despite great cultural
differences resulting from great cultural distante$ween the tourists and the
visited site or destination, there are other factibyat intervene in the depth of
their experiences. Larsen (2007:7) approachesisBise from a psychological
point of view and states that ‘experiences areuarfted by expectancies and
events and they remain or are constructed in tthigidual’s memory, forming the
basis for new preferences and expectancies’. Tar&k suggests that expectations
and past experiences have a direct influence orotlmest’s ability to engage in
cultural activities resulting in either shallowdgep experiences. These views will
be of particular interest when evaluating a repeaitor's perception and

experience of the case study is given their pgsbgxre to it.
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The discussion of the nature and factors affecting experience of cultural
tourism is addressed by Timothy and Boyd (2003)p wéifer to it as the key
outcome of tourism. The authors focus on heritageigm to present their thesis
and indicate that ‘the heritage tourism experieiscmfluenced and shaped by a
mix of elements: supply and demand, the natur@eheritage landscape that has
been conserved and protected, the impact heritagates and leaves within
destination regions, how heritage attractions a&sources are managed, how it is
interpreted and presented, as well as the roléigeoplays in forming the heritage
experience’ (p.7).This conceptualisation is uséktause it provides a spectrum

of elements that affect the tourist’s experiencehis case, of heritage sites.

However, it is also important to note that Timo#ryd Boyd (2003) make a clear
distinction between the heritage that is percesed the heritage that is valued by
the tourist. In this sense, the heritage assets odurism precinct might be
strongly perceived by its visitors or not noticedtbem at all. On the other hand,
the importance assigned to such assets will vacgrding to the tourist’s inner
mechanisms of interpretation. This suggests thist & misconception to believe
that a historical precinct with a long standingditian as a place for culture is
going to directly influence the experience of &l visitors. As for the nature of
the significance of the heritage, the authors dfaé it can be economic, social,
political or scientific. They indicate (p. 13) thabcial heritage refers to ‘the
personal and collective identity that people andetg have with their heritage
(...) (which) can also help determine a sense ofeplaceating situations where
people can use heritage to gain attachment to ea’.afrhis suggests that a
culturally proximate set of visitors may manifesgher levels of connectivity
with a site because of a sense of belonging antiyEglentification with urban
settings that are rich in terms of heritage. Howgeteis is also subject to the
individual’'s inner mechanisms of perception anderiptetation leading to
Timothy's (1997) notion of ‘personal heritage’. Tothy and Boyd (2003)
associate the concept of personal heritage to @gstriences as fundamental
factors that determine a visitor's current and ffetinterest in visiting heritage

sites, driven by what they refer to as nostalgiaweler, the authors also note that
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this is a neglected area of study, which strengthbe need to undertake the
present research in order to understand how amypteinct is transformed into
personal heritage by the visitor, which implies &xploration of the factors that
have lead to such constructions. In the case ofe@oGarden, the concept of
personal heritage may be related to a visitor's paposure to either the area or
the Opera House, exposure in terms of media orgpamsdriences that shape their

current experience of place.

Returning to the debate regarding depth of expeeermimothy and Boyd
(2003:249) also link this issue to the matter ahaaticity, referring to Herbert’s
(1995) question on the matter: ‘if visitors seek experience from their visit
which is meaningful to them, should we be concembether that experience
draws upon fact or reality, or whether or not thwe tan be distinguished?’. For
this reason, a methodological stance that fullggrdtes the personal nature of the
interpretation of the heritage of an urban preciisctparamount to effective
experiential tourism studies. These issues areusk®d in Chapter 6 whilst
exploring the philosophical stance that this reseadopts. Timothy and Boyd
(2003) refer to the work of Mcintosh and Prenti@é899), who indicate that the
tourist’s ability to create their own authentic erpnces can be of three different
kinds. The first, reinforced assimilation, whenamirast between the past and the
present plays a determining factor in the constnabf the experience. Secondly,
cognitive perception which entails the gatherind absorption of new knowledge
of the site visited. And third, retroactive asstio, which is a concept closely
related to nostalgia as addressed above. All tbessiderations indicate that the
personal construction of authenticity as well asftctors that lead to it needs to
be explored in order to fully understand the visscexperience of a tourism
precinct and the meaningfulness of the outcome.thke notions are useful to
the understanding of how a diversity of visitors different socio cultural
backgrounds perceive and experience urban preciAstioted before, Covent
Garden is a popular area for tourism located inraehondon, which is a world
city for tourism and culture. This suggests tha&trinational visitors from all over

the world visit the area driven by different motieas that can be linked to their
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socio demographic profile. It is expected that tieisearch will make a positive
contribution to understand how cultural distandedaively influences a tourist’s
experience of culture and urban tourism by takirtg consideration all the views
and approaches presented above.

2.5. Conclusions

The review of theoretical concepts related to ealttourism, the cultural tourist
and experience of culture in tourism precincts bat a foundation for this
research in terms of tourists visiting urban areastourism and culture. It has
been established that cultural tourism encompasseisle range of categories of
tourism that often complement each other, partrbuia the case of urban areas
where cultural resources are clustered. There #iiereht types of experiential
opportunities in Covent Garden, some related taducey from its heritage
perspective to the provision of high and populami® of art. This indicates that
the area’s visitors are exposed to a variety ducal resources that they will seek
depending on their motivation to visit. The motigagal theories reviewed point
out that the cultural tourist can have focusedret#es in terms of what type of
culture they seek to experience, and that otheergapces may come as a result.
However, it was also established that experiencuture is not an indicator of
intent, as visitors may have cultural experiendest they were not originally
seeking. As indicated before, this is particulafg case of visitors in an area
where cultural resources are concentrated, suc@oasnt Garden, providing the
visitor with opportunities to consume culture refjass of their original purpose
of visit. In terms of experience, there is a la¢kconsensus of what a ‘deep’ or

‘shallow’ cultural experience entails.

On the other hand, the literature review suggésisthe level of engagement and
participation will have an influence on a tourist’sperience of object and place.
It was also established that previous exposurentaraa in terms of images and
other media exerts an influence on such experieréessorial experience of
place, thus, acquires importance in the understgndi the topic area since

images, sounds and other sensorial stimulus pléss rm the shaping of the
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tourist’s experience. Sensorial stimuli, that cdtero be generated by tourists
themselves (in their pace of walk for example) ptes behavioural cues for an
area’s visitors, who engage in tourist rituals ttedte place in the precinct and
become performers themselves. The communal natutbese activities also
suggests that the presence of other tourists aHewtsitor's perception and
experience of place. These perceptions and expesemave also been linked to
the tourists’ background in terms of their sociandgraphic profile as age,
occupation, education and other indicators exertirflaence on their tourist
activity. The notion of cultural distance placeseamphasis on the tourists’ origin
and proposes that visitors from culturally distplaices may seek deeper cultural
experiences whereas tourists from proximate regiwsitisfocus their trips on
leisure and entertainment. This research will makecontribution to the
understanding of these topics as the case study iareised by international
tourists, domestic visitors and the local populatid.ondon’s rich cultural
resources attract a very diverse flow of tourisith wifferent motivations to visit
and from culturally different parts of the worldad next chapter will address the
different perspectives by which the areas for wurithat they visit can be

evaluated.
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3. URBAN AREAS FOR TOURISM AND CULTURE

3.1. Introduction

This chapter establishes a conceptual framewosta@lto urban areas for tourism
and culture. Many areas in world cities are sudaéssattracting visitors because
of different elements that influence their perceptand experience of place to
different extents. These elements may be relateccuitural consumption,
relaxation, leisure and entertainment. But they ratégo relate to distinctive
physical characteristics that give them a uniqueseef place. Whilst this mix of
different elements can make of an area a popukginut for tourism with high
levels of visitation, it also makes them complexuttderstand. In this sense,
existing literature and current research tend tug$oon specific elements of this
mix in order to understand how they influence thsiter's perception and
experience of the precinct. However, to model thplex network of elements
holistically is a more challenging task. Differethiematic approaches to urban
areas for tourism and culture are presented inctipter by reviewing a series of
perspectives that focus on different aspects otmrareas for tourism. These
approaches have been organised according to this fot the built environment
(physical perspective), the clientele the areagesehe businesses and sectors that
operate in these areas and the output they présehisters of tourism activity.
These theoretical concepts will be applied to thsecof Covent Garden in
Chapter 5.

3.2. Urban precincts for tourism

Before presenting a focused thematic analysis ¢warurareas for tourism and
culture, it is important to establish a generalcaptual understanding of these
areas and their role in tourism. Judd (1999:35¢86poses that a tourist bubble
can be conceptualised as a mix that ‘combines émlagnadministrative and
professional services —increasingly clustered atdowntown office complex —
and a more or less well defined space composedaafities and amenities

devoted to leisure activities and the tourist trad@@milarly, Maitland (2007)
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identifies flagship museums, galleries, aquaria,admcinemas or casinos,
shopping and leisure facilities along with interoaélly renowned bars and
restaurants as clustered economic units that deaise this type of urban
precincts for tourism. This suggests that differatments are drawn upon by city
planners in order to make an urban area suitalispitable and attractive for
visitors. But it is because of this wide range tdngents that the process of
creating these urban tourist spaces becomes haginiyplex and varies from one
case to another. As a result, it is clear thatedaiit models of understanding of
these urban areas can be identified, and in fugdetions their characteristics will
be reviewed to explore how urban areas for toursm culture vary from one

another according to the focus their planners atbpt

Hayllar and Griffin (2005:1) indicate that a toumigprecinct can be conceptualised
as ‘a distinctive geographic area within a largdrsan area, characterised by a
concentration of tourist-related land uses, ae#igitand visitation, with fairly
definable boundaries’. Similarly, Pearce (1998:6@hlights the importance of
clustering in tourism areas by indicating that Hem development depends upon
concentration rather than on dispersal, functionambination rather than
segregation, and multifunctional environments nathan monofunctional ones’.
This suggests that the use of land for tourism ldgveent purposes will define
the characteristics of the area. For example, aa ahere there is a clustered
performing arts sector can be directly associatid thie creation of an image of
the place as a precinct for culture, such as incdme of Covent Garden that
represents an important part of London’s ‘Theat@laThe authors also indicate
that in order to comprehensively understand theigou dynamics of such
precincts, a thematic analysis needs to be perfbimesgards to three topics: the
atmosphere, the physical presence and the histbese layers of study suggest
that there are varied perspectives by which tounmsetincts can be explored,
confirming the need of focused research upon serdse studies. This notion is
useful but its primary weakness is that is too draad does not introduce the
specific elements that determine the charactesisbic a tourism precinct. In

further sections, different approaches to the uskara for tourism and culture
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will be addressed in order to gather an overviewdiffierent perspectives by
which a tourism precinct can be analysed and utwhEts These approaches to
land use are related to a variety of place makilggnents such as the built
environment and its use for cultural, commercial emtertainment purposes,

attracting a variety of tourist markets.

The latter considerations can be associated tdirxikterature on tourism spaces
and urban design theory related to place makinghahs. In this sense, Franck
and Stevens (2007:2) assert that “in urban pulplaces around the world people
pursue a very rich variety of activities”. The auth refer to these types of areas
as “loose spaces” because of the range of actvihiat take place within them,
providing their visitors with a sense of freedom dmplore their experiential
opportunities. They also highlight that these ai#is often have little or no
connection with the primary purpose for which tleaawas planned. Therefore,
the commercial and cultural sectors endow thesesamgth a sense of ‘looseness’
as their visitors have the option to explore it drave a variety of experiences
concentrated in the same space. The authors adgdidghit the importance of
visitors themselves and their behaviour as imporflace making elements
within tourism precincts and their input on thepaces’ sense of place: “just as
people may break free of intended uses and edtablimeanings, they may also
break free of restricted forms of comportment ara/ement” (p.14). Therefore,
the variety of land uses attract a diverse setisifors that become themselves
important place making elements. On the other hémel,authors indicate that
“looseness depends in part on the overall struattitbe urban environment” (p.
6), suggesting that the physical attributes of apam precinct also plays an

important role in its place making system.

Another author that proposes a similar approaamtierstanding the construction
and production of space is Lefebvre (1991), whohlggts the relationship
between an area’s built environment (referred to byn as ‘spatial
architectonics’) and the tangible input made bypbe@s place making elements

providing these urban spaces with an importantasadimension that holds a
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direct relationship with the variety of land uskattdevelop different markets for
tourism attracting diverse sets of visitors withthie same precinct. All these
considerations are useful for this research becthesehighlight the importance
of different elements that interact with each otleading to distinctive urban
precincts, suggesting that these different layésulsl be explored. Therefore,
different models of understanding of urban areasdarism and culture will be
reviewed in forthcoming sections, which focus oeithphysical attributes, the
clientele they serve and the businesses that @perttin them.

3.3. The physical perspective

As indicated before, an area can be explored hysiog on different aspects of its
place making system. The first one to be analygatiib conceptual framework is
the physical attributes that can potentially gramtarea with a distinctive sense of
place and that stimulate it's visitors’ senses ailyu As indicated by Zufkin
(1995) ‘culture and the built heritage are more arate the business of cities —
the basis of their tourist attractions and theiqua competitive edge’ (as cited by
Gospodini 2004:22). The notion of urban villagesofsinterest to this study
because it focuses on urban precincts that sevaiety of purposes within well
delimitated geographical areas that tend to begtaderised, like Covent Garden.
This area can be understood as a ‘historical udmae representing long living
survivals from the past’ (Gospodini, 2001:928) aawl such, presents peculiar

urban features that to an extent, respond to ttiemof an urban village.

Aldous (1992:27) refers to a Structured Plannedabrbevelopment (SPUD) or
urban village as ‘urban areas in which a mixtureusés and a human-scale
architecture full of incident and variety produdages that people instinctively
warm to and enjoy using’. The author also indicates urban villages are the
result of conservation and restoration initiativeisned towards heritage and
historic building, referred to as ‘visual and psyidgical assets’, combined with
new development projects that suggest an inclinatio urban regeneration. In
regards to the built environment’'s preservation awhservation, Gospodini

(2002a:25) states that ‘conservation of traditidnaldings and urban cores — and
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even neo vernacular design schemes in some caseble of creating distinctive
place identity by appealing to the city’s historgdaheritage — built heritage,
cultural heritage — and generating strong envirarntaleéimages to both visitors
and residents’. The author highlights the poteritighact that a preserved built
environment can have upon a precinct’s distincgease of place and equally
remarks that they benefit a tourist market as a®lh domestic sector, particularly
in the value granted to well established tourismecprcts that ‘in the course of
history, have become rich in meaning and can kerpreted again and again in
different contexts’ (Viddler, 2978 as cited by Godmi, 2001:929). The latter
statement is also of interest because it indiddi@sthe area’s different attributes

can be interpreted from different perspectives @mexts.

Aldous (1992) also suggests that just as impomanthe buildings in the urban
village are the spaces between them, highlightitigets, squares, lanes,
pedestrian highways, green spaces, pavement aeet $tirniture as important
elements of the precinct’s place making systemedtednisation also plays an
important role in urban villages according to thethar, who relates the
experience of a visit to the area with the capighdf visitors to explore the space
freely. This notion imposes a series of challerfgesown planners who also need
to assure fast and effective public transport aséhareas whilst ‘catering for the
car without encouraging its use’ (p.30). The migtwf uses given to buildings
and commercial spaces constitute distinctive charatics of an urban village
according to this model. By these means, differeatket sectors are attracted to
an area resulting in a diverse ambience and cosliteapatmosphere. In relation
to geographical space, the author assumes thatlén to preserve the welcoming
and distinctive atmosphere of an urban villagehiuld not cover more than 100
acres (or 40 hectares), citing the cases of SoddCaivent Garden in London to
illustrate how well limited and not too broad argaeserve their sense of place
and ambience. However, the author also indicates ttrey need to be small
enough to provide welcoming and friendly settingsere stakeholders can have

direct social interactions, but large enough tod@oand sustain a wide range of
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activities with the infrastructure, facilities asdrvices that they require. Aldous
(1992) proposes that an authentic urban villagellshioot be entirely commercial
but it also needs to house a residing local comtyuraising further challenges to
town planners to observe the interests of not on$jtors but also a host
population. It this sense, the author introduces rtfatter of tenure of land and
suggests that it should not be owned in majoritygbyernment or by the private

sector, but ideally, a balance between both shioaildttained.

It is also important to note that this author apg@s the difference between the
well established urban village developed over tand new initiatives that tend to
learn lessons from past successful experiences, asiccultural clusters to be
addressed in further sections. Nevertheless, tiseee gap in academic studies
between new developments and the well establisHeghwillage that developed
as such organically over an extended period of ,tisneh as Covent Garden as
reviewed in chapter 5. As the author indicatesw'neban villages must not be
expected to replicate the results achieved oveg [meriods but the incremental
and often accidental development of existing urbaighbourhoods. The urban
villages of the future will each have their own cpé character, reflecting the
time and circumstances in which they have evolv@dsboure, 1992 as cited in
Aldous, 1992:13).

Lemos (1998) states that globalisation, far fromnding cities together,
strengthens the difference between its urban \@agnd other areas. The author
(p. 7) points out that ‘globalisation is giving gkobal cities but it is not giving
rise to global government or global living (...) magipeople act local but think
global’. Despite the wide ranging contrast in thdéam landscape that the
globalised city presents, which can also be linteedentres of gentrification as
addressed below, Lemos (1998) suggests that pedmapsf the most beneficial
results of the development of urban villages is pmnemotion of local pride

amongst the host community. The approach of urhidages applied to tourism
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precincts is beneficial because it provides relewaad valid guidelines to analyse
the nature of spaces for tourism in terms of uselasfd and physical

characteristics. Furthermore, it considers tangdnd intangible elements of a
precinct’s place making system. However, it does aomprehensively address
the activities that make of a tourist precinct gylar area for tourism or the
activities that take place within. Hence, the np&tspective by which an urban
area for tourism and culture can be approachedbeilpresented by focusing on
the clientele they serve in terms of tourism depeient.

3.4. The clientele perspective

Before addressing the development of urban area®rms of tourism, it is
important to highlight the issue of gentrificatiomhilst assessing a thriving
tourism precinct considering that gentrificatiomdae a natural result of such
process. It is defined by Smith and LeFaivre (1984)‘the rehabilitation of
working-class inner-city neighbourhoods for uppeddle class consumption’
(Palen and London, 1984:43). This phenomenon atsddsha link with the
creation of ‘tourist bubbles’ because it implieg ttlevelopment of areas that do
not always reflect the actual living and workingcomstances in the destination.
It is also associated with rising prices and econarfiation as well as indicated
by Hoffman et al. (2003:249) who state that ‘tonrisenefits local land markets,
elevating property values by increasing demancémtrally located sites, and by
creating positive externalities for spaces adjatenburist sites (...) however, it
can have negative distributional consequencesthim sense, and asides from
other negative impacts of the development of utioanism, the local population

can be adversely affected.

Smith (1996) refers to the issue of gentrificataord highlights both the positive
sides of it as well as the negative effects. Istfihand, the three R’s of
gentrification are proposed as ‘revitalisation,y@inig and renaissance’ which
benefit derelict areas where a so called invasibtoorists and/or middle and

upper classes bring with them economic trade tlesult in regeneration.

59



Urban Areas for Tourism and Culture | Chapter 3

However, this inner form of colonisation may upsie¢ host population that
resists such changes and constitute what the auotfens to as ‘the revanchist
city’. Smith (1996) also debates the role of thes @am centres of gentrification,
indicating that often artists bring exposure tdaerareas and regeneration comes
as a result, accompanied by gentrification thanewaly excludes them from
their own performing space. This notion indicatleat tgentrification over time
benefits and damages different stakeholders interdeed area. According to
the Real Estate of New York (1985), the conceptgehtrification applies
positively or negatively to different sectors bgtsig that ‘to one person, it means
improved housing. To another, it means unafforddigeasing. It means safer
streets and new retail businesses to some. Tosptih@neans the homogenisation
of a formerly diverse neighbourhood’ (as cited mith, 1996:31).

In relation to this, Gospodini (2002a:24) citesli&i(1994) who points out that
‘national identity involves a widely shared memafycommon past for people
who have never seen or talked to one another ifiébk. The sense of belonging
to the same nationality depends as much on fongetis on remembering — the
past being reconstructed as a trajectory of natioresent in order to guarantee a
common future’. These considerations are of intebesause it can be said that
the built environment of an urban precinct is rasaant of the past in terms of
local living. The gentrifying process of rehabilitay and reconstructing may put
this identity at stake by modifying or removingagéther important signifiers of
place and history. On the other hand, gentrificatdfects different segments of
the host population according to their demographdicators such as income,

level of education and certainly, proximity to #rea in question.

As a consequence of the development of tourismtbaruareas, it has been noted
that a differentiation between spaces for tourisnd &paces for the local
community is on the rise. As stated before, destina are increasingly met with
the need to make cities hospitable, safe and airierg to attract visitors with the

accompanying revenue that this implies. However,dbvelopment of designated
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tourist areas has lead academics to identify whedferred to as a tourist bubble,
contextualized from Judd and Fainstein’s (1999(8&spective as ‘virtual tourist
reservations’ given that the entertainment censessices and facilities available
throughout these areas target a tourist marketlambt reflect the poverty, crime
levels and other negative aspects of the qualityifefin other areas of the
destination. This aims towards the developmenbwoiist areas where expenditure
can be induced in a safe and dynamic environmadt §1979) stresses the issue
of conglomeration from a tourism perspective andctades that ‘agglomeration
economies apply to tourist districts not principalecause concentration lowers
costs or increases the efficiency of business a@imns, but because a full
panopoly of services and businesses is necessanake the space maximally
attractive to consumers of the tourist space’ (dsdcby Pearce, 1998:50).
Therefore, clustering plays an important role ire tdevelopment of tourist
bubbles.

Judd and Fainstein (1999) also highlight the madalie elements of a tourist
bubble, which in the case of high profile citiestie United States of America,
include convention centres, professional sporteichises, festival malls and
gambling facilities among other large scale dewvelepts that require high
investment to build and maintain. The authors iatichat the positive economic
impacts of the development of tourist bubbles arestmlikely to present
themselves in the middle or long terms given thghhtosts that they imply,
creating controversy among the host population teeg@ublic funds are assigned
to these developments. Likewise Norris (2003) est#hat ‘if we build it, they will
come’ in reference to the provision of infrastruetéor tourism, taking the case of
the city of Baltimore and the attraction of visgoto its tourist bubble. This
destination had a clear focus on tourism whendéveloped its inner harbour and
clustered it with several tourist attractions irthg a sports stadium and a large
scale aquarium amongst others. The main benefitstfe destination are
identified as the physical regeneration, the ditvacof tourists and their spending

and the creation of job opportunities and tax reresn However, and despite these
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positive impacts, the author notes criticism raideyl the lack of equally
distributed benefits for other parts of the citg &ated in Judd and Fainstein,
2003). These negatives effects of tourism amongstruspaces are also related to
the issue of gentrification as noted above. Howetl®e concept of a tourist
bubble is useful in terms of pragmatic researchsictaning that it raises
awareness that the tourist’s reality is not negégdhat of the every day life of
the destination. On the other hand however, it duwgscomprehensively address
the types of business that comprise the tourigtqdar within these areas. For this
reason, the third perspective by which urban afeasourism will be analysed

addresses these businesses in terms of the prmoweikentertainment and culture.

3.5. The business perspective - entertainment

Rubin et al. (1994) indicate that ‘retailing andoam redevelopment are now
driven by entertainment. Entertainment attractspfgedo an area and creates
pedestrian activity, repeat visits, (strengthehs)gerception of economic vitality
(...) and are also credited with revitalizing manyarhg abandoned downtowns.
Many other cities are now attempting to replicdtes tsuccess by developing
downtown entertainment districts consisting of neotheatres, nightclubs, bars,
restaurants, and retail shopping.’ (as cited bykBgrand Thayer, 2000). In this
sense, it can be noted that the provision of cailtar the development of cultural
tourism proves to be a viable and effective meamsufban regeneration and
commercial trade. However, these authors’ focuaragnities and attractions that
tend to go ‘hand to hand’ with a place for cultusdaere visitors not only want to
experience the local culture or consume the auisalso seek experiences related
to leisure and entertainment. On the other handkl®g and Thayer (2000) note
that the development of an entertainment distrgplies a series of challenges.
Namely, issues related to safety and security,siemts and panhandlers that
constitute a non desired segment of the visitoas these districts attract, noise
pollution that disturb the local and working pogida in the area, traffic
congestion, public urination, the need for parkspgces, pedestrian crowding and

the need for visitor information centres. Thesebjgms can be tackled with by
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visitor management strategies (See Roberts e2@D6, 2005). However, they
represent an ongoing and evolving challenge thatire constant monitoring
intended to ‘assuring public safety, setting a fanaintaining high visibility to

create a perception of safety, crowd and traffictc®, (...) and pedestrian flow’
(Berkley and Thayer, 200:480).

The approach of the entertainment district is Usbkcause of its pragmatic
perspective upon the tourism precinct and focudetsure and entertainment.
Nonetheless, it lacks an in depth scrutiny of thaadnics of the tourist's
behaviour or motivations to visit. Furthermore,istimportant to note that the
present study focuses on the provision of culturhiv an urban precinct for
tourism, therefore it is of key importance to expldhe role of culture as a

business in a tourism context as addressed below.

3.6. The business perspective — culture

Montgomery (1995:136) highlights that there are ynamtural resources that can
be included in an area’s mix of attractions anduies that would ultimately
attract a wide variety of visitors with differentiltural interests. As noted by the
author (p136) ‘culture is seen as a lifestyle igéuice for urban elites, as if high
art, opera and ballet were the only (or even theaidant) forms — what about
popular music, film, video games, dancing, nightbs|, etc?’. The author also
suggests that the cultural elements of an urbacimmtealso have an impact on the
area’s visitors’ behaviour and experience of plasé(they encompass) the way
people eat, talk, think, meet others, engage imstetions, spend their free time,
during the day and at night’. These consideratguggest that the use of culture
as a catalyst for the development of urban areaddiarism can be seen as
activities that take place, but it also comprisesdvioural aspects concerned with
the area’s visitors. The author notes that cultemmsumption can stimulate
economic activity that tends to vary throughoutfedént times of day in the

cultural precinct; it grants it with a vibrant aadimated sense of place and can be
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influenced by distinctive urban characteristicd.tAése considerations lead to the

notion of a cultural quarter as addressed below.

Roodhouse (2006:22) conceptualises a cultural guast‘a geographical area of a
large town or city which acts as a focus for c@tand artistic activities through
the presence of a group of buildings devoted tcsimgua range of such activities,
and purpose designed or adapted spaces to createsa of identity, providing an
environment to facilitate and encourage the prowisof cultural and artistic
services and activities’. In this sense, clusterarghitecture and infrastructure are
key elements of a cultural quarter. The authoroohices the term ‘cultural
iconographic regeneration’ to address the impodariche establishment of these
cultural districts in a broader urban regeneratistnategy. Despite these
considerations, Mommaas (2004:530) questions theslolement of cultural
clusters merely for the promotion of art by reflegton different cultural quarters
in the Netherlands and concludes that ‘most ofpitugects analysed are not the
result of a clear choice between alternative deurekntal models, based on
specific cultural objectives and a related evabratof local and historical
circumstances. Instead, most of them are the refudt rather eclectic coming
together of locally specific opportunities, in camdtion with a rather generalised
notion of the possible role of the arts and culinréhe post-industrial city’. This
suggests that it is important to clarify that ctéduquarters can play an important
role in the promotion of culture but they also seavwide range of purposes that
are in many cases the primary motivation for tleivelopment, such as a strong

commercial sector for example.

The concept of cultural quarters and tourism chgstan also be associated with
what economists refer to as ‘economies of agglotieraas noted before. This
implies ‘savings in unit cost that accrue to certkinds of firms when a large
enough number of them locate in the same city. $aengs usually occur

because the firms are able to share a common gdobbly specialised inputs,
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the very existence of which depends on there beingpncentration of local
buyers’ (Heilbrun and Grey, 2001:338). Thereforean be said that the clustered
nature of economic units within a cultural quadtmulates economic trade and a
synergic relationship between these units. Gordod &oodall (2000:296)
support this view and indicate that the causegHercreation of tourism clusters
are ‘the comparative advantage arising from inkdritocal and accessible
resources, scale economies in the provision anafusey items of infrastructure,
notably transport links or terminals, but also matiractions; and economies of
scale and scope in the operation of tourist sesvi¢as cited in Shaw and
Williams 2004:189). Roodhouse (2006) also propoaeset of performance
indicators to evaluate the effectiveness of thaldishment of a cultural quarter,
stating that it is defined by its ability to addseseeds on the local, regional and
national perspectives; creating, supplying and kbgweg the activity of choice;
stressing the conservation and development of thi#& bnvironment; and a
constant quest for the identification of the lopapulation with the meaning and
purpose of the district. Risk factors in this maitteclude the decrease of public
investment in certain districts to develop a catuguarter, rise on long term
conservation costs and complexity in the task aviging services such as
transport that if altered, may not meet effectivillg needs of other parts of the
destination. Therefore, a well established cultupaarter will consider issues
related to the built environment, the activitiesttitake place within and the
stakeholders that are either affected by or affieetarea and the activities that

take place in it..

Roodhouse (2006) also suggests a mix for the oreaif a thriving cultural

quarter, indicating that it should be characteribgdits activity, built form and

meaning. In these regards, Montgomery (2003) pauotsthat other features not
directly related to the cultural activity featuréd the cultural quarter can be
critical success factors, such as a dynamic nighé teconomy and a lively
commercial sector, citing London’s Soho to illustrahis notion. On the other
hand, the author proposes a set of general pragipk this matter, which include

the task of place making, the use of space, urbout and visitor management.
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Montgomery (2003) makes reference to a range aheies of cultural quarter to

illustrate different issues surrounding the congcepth as the United Kingdom'’s
Sheffield cultural quarter which stresses the mflendustry in culture and the

Wolverhampton cultural quarter focusing on the rofecrafts. In a broader

sphere, Roodhouse (2006) cites the cases of Vienmaiseum cluster and

Belfast's Opera compound as examples of the apjgicaf cultural quarters as a
regeneration strategy that can increase the nuofbésitors and help create an
image for a destination as a place for culturalscomption. Evans (2003) also
agrees that the cultural sector of a tourism ciust@ help re define the concept
and perception of the visitor experience leadingh® phenomenon known as re
branding, which also relates to the concept ofuceited urban regeneration as
stated by McCarthy (2006).

This research focuses on a cultural flagship anohfltuence on the perception and
experience of an area that can be understood akusat quarter. Therefore, it is
important to consider the role that a flagship dgwment can have upon an urban
area. In this sense, the notion of a cultural elust also relevant to this study as it
highlights the presence of large scale culturaaetions in urban areas for culture.
Mommaas (2004) makes an evaluation of the creammhdevelopment of urban
spaces for tourism and proposes the cultural alustedel based on selected
Dutch case studies. The author focuses on the mugearter in Rotterdam, the
multi functional theatre complex built in an indist facility named the
Westergasfabriek located in Amsterdam, Tilburg’'ssioal facilities known as the
Veemarktkwartier and the museum and theatre quertdirecht. It is important
to note that these clusters are relatively new ldgweents in contrast to other
historic precincts that have developed cultural sielts over centuries.
Nevertheless, Mommaas (2004) makes a useful asafg&ited to culture-led
urban development. In the first instance, the autkmies that the use of land
aimed towards the promotion of art with all the &fe@s that such endeavours
imply are identifiable in all cases, ‘linking cutad activities and amenities to

economic, spatial and social policy goals’ (p. 5I)e author also identifies a
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series of patterns in the relationship betweenerhfit economic and cultural
units. He introduces the concept of vertical andiZootal integration and
indicates that horizontally, the gap between thmyeaof activities and their level
of interaction amongst them need to be clearlyirdisished. In other words,
‘although most projects contain elements of leisamd consumption (shopping,
entertainment, retail, bars and restaurants), toggs differ both in terms of the
share of these elements in the programme andnrstef the level of intra cluster
collaboration between these leisure elements amdctiitural core’ (p. 514).
Another important consideration to evaluate theurgabf a cultural cluster is the
vertical dynamics of the activities taking placesinch urban spaces. Mommaas
(2004) indicates that a cluster can be monofunatishould a narrow assortment
of cultural attractions and activities take plaoce multifunctional with a higher

level of diversity between them.

Finally, Mommaas (2004) also focuses on the dewvetoy of the cluster as an
important element of its understanding. In gentrahs, the author indicates that
a quest for strengthening the identity, establighancultural attraction’s power
and positioning an area firmly in the tourism market the grounds for a thriving
and sustainable cultural cluster. However, it ipamant to note once again that
this assumption is not entirely suitable for cudfwrlusters that were developed in
the tourist historic city over centuries, and netaaresult of town planning or
cultural promotion. The same consideration applies Mommaas’ (2004)
proposition about cultural clusters resulting fram entrepreneurial trend that
focuses on culture and arts. This can be undeatdm@dnd expected from a case
study such as the Veemarktkwartier or any of tisemeefforts to develop cultural
clusters, but not so in the tourist historic pretiwhere early policies did not

consider entrepreneurship or tourism.
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3.7. The output perspective — creativity

It is clear that the use of cultural resources sigteed in granting an area with a
distinctive sense of place that attracts a varadtyisitors resulting in a popular
tourism precinct. It is important to note, howewrat the presence of cultural
entities may have a deeper impact on the area deysistatus as a tourism hub.
When culture is associated and embedded into a'sageery day life, fabric and
produce, it becomes a milieu for creativity whetdture is not only seen as a
resource but as a tradition. Landry (2000) remé#nksimportance of the role of
creativity in the tourism city of the ZIcentury; and likewise, Mommaas (2004)
stresses the importance of the promotion of cridatand innovation to support a
cultural cluster. Another interesting observatidrihe author is the trend towards
using obsolete infrastructure located in negleetes as focus points to develop
cultural flagships. Such is the case of the Weatdalpriek, an industrial facility
for processing natural gas that was transformemantultural centre that aided in
the development of a cultural cluster attractingaaiety of visitors and with a
strong commercial sector. The stimulation of catwdiversity and democracy is
addressed as a key ingredient for the successolt@ral cluster because of the
globalised nature of the phenomenon of tourismhanrecent decades. In further
sections, Landry’s (2000) notion about the creatitg and the translation of a
cultural cluster into a creative milieu are addeess'he reason why an alternative
approach to cultural tourism precincts has beemeédenecessary is because, as
useful as the cultural clusters theory is, it does actively include the role of
people and institutions that carry through the walt endeavours that attract

tourists.

Under the premise that cultural activity is theutesf enterprises by individuals
often sponsored by organisations driven by the wfaurtistic expression or
profitability by means of culture, Landry (2000)papaches the cultural cluster
perspective from the core of culture itself, which creativity. The author
highlights the importance of persons involved ia fnocess of their development,

not only in terms of funding but in the provisiohaot in its many expressions and
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forms. A creative milieu is defined by the authd®@0:133) as ‘a place, either a
cluster of buildings, a part of a city, a city awlale or a region; that contains the
necessary preconditions in terms of hard and sbfistructure to generate a flow
of ideas and inventions’. This proposition is u$efu understand spaces for
cultural tourism considering that the basis of siiecessful attraction of visitors
can be related to an environment that facilitates promotes the production of
culture. It is also interesting to note that théhaurefers to two different types of
infrastructure to create this environment, hardastfucture constituted by the
buildings and facilities required to the productiaf arts, whereas soft

infrastructure refers to the social interactionsmian networks and intellectual
intercourse required for the production of culturandry (2000) indicates that a
creative milieu can be formed and sustained if ithkeastructural, cultural,

intellectual and organisational resources are nethagffectively in a

collaborating network that should respond to theqiple of synergy, where the
sum of all the elements’ efforts combined can ashigreater things that the sum
of their individual efforts. In the words of thethar: ‘creativity and innovation

need to be seen as a holistic, integrated proce&sing every aspect of urban life
from the economic, political, cultural, environmantand social-multiple

innovativeness’. The author identifies the charésties of the creative milieu and
concludes that knowledge, skills and communicati@tween individuals and

organisations are their key success factors. Tdtism confirms the importance of
this research, as it focuses on a high profile idevof culture that is based at the

core of a vibrant area for tourism.

3.8. Summary of models of understanding of urban aas for tourism

All the models developed above contribute in défgrways to the understanding
of the social and spatial aspects of urban areasofrism and culture. It is
important however, to indicate that every city amdieed every urban precinct is
an individual mechanism with different charactécst very much like human
beings. Therefore, it is reasonable to affirm tthet characteristics of the area

studied are the ones that will suggest the relevahthe model, and not the other
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way around. In order to understand the characiesisf an area, it is necessary to
evaluate it as an individual with intricate andtidistive characteristics. The result
of this analysis will suggest which model suitstéeto the area. However, it is
also important to reiterate that to a certain extalhtheories contribute positively
to the understanding of urban development, itsicglahip with tourism and the
role that culture plays in it. For this reasorg fbllowing table summarises these
different approaches. By providing a synthesizkgittation of these models, it is
hoped that a more logical background can be praposerder to apply these
concepts to the case study area. The table is ceedpof the authors that have
made the most significant contribution to the tieoror those who have been
considered in this research, a brief conceptuaisaif the theories followed by
illustrative examples and their focus. On the badighis, the strengths and

weaknesses of each theory are addressed.
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Table 3.2- Summary of models of understanding of urban ai@a®urism

Contributing Concept Examples Focus Strengths Weaknesses
author(s)

Tourism Bubble Judd and ‘Virtual  tourist | Inner Harbour, Tourists, wurban Helps identify areas Does not provide enoug
Fainstein (1999)| reservations’ Baltimore development specifically planned for focus on types of tourisn

1

o o

D

tourism demand served for

Gentrification Smith (1996) ‘Revitalisation, | Mayfair, London Economics, HostProvides an Does not contemplate issu

Centre recycling, community understanding of therelated to tourism supply an
renaissance’ effects of investment inp demand

focalised urban areas

Entertainment Berkley and| ‘Economic vitality | Broadway, New| Economics, The focus on leisure andLacks insights of sociologica

District Thayer (2000) | through the| York social dynamics| entertainment can beand behavioura
development  of regulations directly linked to tourism| considerations
leisure industries’

Urban Village Aldous (1992) ‘Mixture of uses Soho, London Social, It approaches a mixtureLack of in depth analyse
and features lead architectural, of issues related to bothregarding the tourism mix an
to a distinctive urban planning | the tourism and local structure of industries
and attractive segments involved
urban setting’

Cultural Cluster Mommaas ‘Urban areag Culture Park| Cultural, It stresses the importanceLimited to contemporary cas

(2004) developed partly Westergasfabriek, | agglomeration of flagship developmentg studies in the Netherlands

on the basis o
flagships
providing for the

cultural sector’

Amsterdam

economy,
flagship

developments
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Contributing Concept Examples Focus Strengths Weaknesses
author(s)
Cultural Quarter Roodhouse ‘Urban areas ag$ Museum Quarter} Cultural, flagship| Cultural activities| Lack of specialised focus g
(2006) centres for culture Vienna developments considered parallel totourism and, tourist’s
on the basis of a flagship  developments. motivation and behaviour
group of Clear  definition  of
developments fo public/private
this purpose; intervention
providing identity
and ambience’
Creative Milieu Landry (2000) ‘A compound of Dusseldorf, Germany Creativity, Stress on the importangeDoes not consider interlink
persons ang people and of the dynamics betweenbetween cultural and othe
institutions institutions, persons and organisationgorms of tourism

fostering cultural
development  in

urban areas’

social dynamics

in the creative process
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Another lesson learned from the review of theseoribe of urban areas for
tourism is the need to conduct research on spewdise studies to explore their
individual nature. It is also important to notettsaveral of the case studies that
have given way to these theories are the resulteremporary efforts to develop
urban areas for tourism and culture (Westergasdkbin Amsterdam for
example). This raises the issue of how the themadsbe applied to case studies
from the culturally rich world city, with urban ae established over the course of
centuries and under researched as such. In thég,sand once again, considering
that some of these theories are the result of esudndertaken in modern or
contemporary urban settings, it can be suggestadahspecialised focus on a
certain area that does not respond entirely tanttmns of existing theories can
potentially give way to new theories for their urgtanding.

3.9. Conclusions

The different models of understanding of urban sfea tourism and culture are
eclectic in nature and focus. However, a commorratteristic that can be
applied to all of them is the extent to which teuri has affected their urban
development. Whether they are seen as tourist bshin cultural quarters, it is
clear that these areas may have been purposeljogedefor tourism and cultural
promotion purposes, or they may have evolved oogdligias such over extended
periods of time. Covent Garden, as addressed ipteh&, has a rich history as a
place for commerce and cultural activity that ledts current status as a popular
precinct for tourism and culture. Furthermore, btslt environment and scale
constitute distinct characteristics that strengthiersense of place and draw for
tourism. Cultural activity is intense in the ar@atérms of the provision of high
and popular forms of art along with the presenceutiural attractions such as St
Paul's Church and the Transport Museum. However leéfsure and commercial
sectors are firmly positioned in the area as welistdering the variety of shops
throughout its different locations as well as egatamd drinking facilities. It has
been subjected to development efforts to diffeexténts (the Opera House’s re

development for example) which have also led totrgeration and increased
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property value. On the other hand, there are cettaildings surrounding the
area’s central Piazza that can be seen as flagshiglopments, such as the Royal
Opera House and Covent Garden Market. All thessiderations indicate that all
the models reviewed in this chapter can be apphatifferent extents to the case
study area. From a physical point of view, Coveatd&n’s built environment fits
into the urban village perspective because of aesand mixed use of land.
However, it was not developed as such. The aradtaral sector also point out
that it can be understood as a cultural quartecreative milieu. Likewise, its
provision of experiences related to leisure andsaorption suggest that it can
also be seen as an entertainment district or totubble. And finally, the
presence of a large scale flagship developmentestigdhat it can be seen as a
cultural cluster. These models of understandingrbin areas will be revisited
and further applied to Covent Garden in chaptddd@uvever, considering that the
overall aim of this study is to explore how the Rb@pera House as a cultural
flagship effectively influences the area’s visitopgrception and experience of
place, it is important to establish a theoreticalderstanding of flagship
developments and their relationship to urban arelstinations and users.

Therefore, the following chapter will explore tlogic of cultural flagships.
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4. CULTURAL FLAGSHIPS

4.1. Introduction

Once a theoretical understanding of the culturairisv and urban areas for
tourism and culture has been established, it isomtapt to explore concepts
related to flagship developments as this reseanchises on the Royal Opera
House in Covent Garden, which can be understo@dcatiural supplier as well as
an architectural feature of the area. In this se@sesby (1970) indicates that a
city’s image is constituted mainly by architectuaskets in the form of buildings,
landmarks and monuments; which interact with theitet’'s perception to
generate a depiction of the destination. Flagshgvetbpments have been
identified as important elements of a destinatidarslscape that play signifying
roles in the projection of a city's image. As iraled by Wing Tai Wai
(2004:245), ‘as cities strive for globality, flaggh developments play
indispensable roles by signalling messages of enandevelopment and cultural
vibrancy’. Roberts and Greed (2001) indicate tloatiad and cultural values are
often associated and granted to buildings thatafsen acquire iconic status. In
this sense, the association of architecture asxeamsion of culture plays a vital
role in the understanding of what a cultural flagggmbodies, both for the tourist,
the local community and the destination itselfrdfation to this, DeBotton (2006)
states that buildings ‘speak’ and that they havevigue to them’ by
communicating messages without words but merelymaans of visual signs.
Girst (1995:1) agrees and points out that ‘buildisgeak to us. They tell us about
the economic and social structures of the timewhich they were built. They
speak of pride of ownership, of municipal or stptaver, and of commercial
success-all through the subtle use of architecforah and decoration’. It is also
important to note, however, that cultural flagshigs expressions of urban
development and culture provision are subjecteddifferent mechanisms of
interpretation, suggesting that buildings may spdait their input can also be

determined by social meaning.
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Given these considerations, the objective of thepter is to explore the concept
of cultural flagships by evaluating the notion framphysical perspective and
from their social and cultural perspectives. Fas ghurpose, different concepts
associated with flagship developments as commeacidlcultural providers will

be explored followed by a review of different apgebes applied to the concept of
flagships as icons and monuments. Subsequentlyeumss and venues for the
performing arts will be evaluated as cultural fleigs which will provide an

understanding of the different benefits that thegyrbring to urban precincts as
architectural attractions and providers of cultdree final sections of this chapter
will address issues related to arts consumption aumdience development for

flagships for the performing arts.

4.2. Flagship developments

According to Bianchini et al. (1990), a flagshiprdlopment can be understood as
a ‘significant, high profile development that plesys influential and catalytic role
in urban regeneration, which can be justified ikitracts other investment’ (as
cited in Smyth, 1994:4). As noted previously, flaigs developments have the
potential of encouraging urban progress relatedht attraction of different
elements around it, such as a thriving commereietios or cultural vibrancy. This
notion is applicable to urban precincts such ase@byarden where different
sectors such as commerce and different forms ofir@hlactivity are concentrated
around the flagship building this study focuses Bianchini et al. (1990) note
that a flagship development is often funded by gowent entities or it can be
financially autonomous regardless of its role asalgat of urban renewal
benefitting areas from a physical perspective azuliural context leading to
investment and consumption. It can also be a feoist for further investment
projects and can become a strategic tool for theketiag of a destination. As
indicated by the authors, ‘the development of gdtap as an entity in itself is
important, yet it is the wider promotional valueathmakes the flagship
distinctive’ (Bianchini et al.,, 1990:28). In thi®rsse, it is clear that flagship
developments have the potential of projecting irsafjeat can ultimately be

associated with the destination as a whole. Thesees however, can have
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different focuses depending on the functional aspaad the purpose that the
flagship development serves. On one hand, comnidliaighip developments are
appraised by Wing Tai Wai (2004), who focuses oe tlase of Shanghai's
Xintiandi to illustrate the efficient planning amdanagement of flagship efforts
that benefit a destination’s image as a place famroercial consumption. It
should be noted however, that Wing Tai Wai (20@Bukes on a development
oriented towards the provision of eating and dngkileisure and entertainment
facilities. Therefore, a distinction should be mabetween these types of
developments and those that focus on the provisionulture such as Opera

Houses and museums as discussed in further sections

A commercial flagship, such as Kuala Lumpur’s ThallMan potentially act as a

landmark building and signifier of the city’s comroial dynamism and grandiose
approach to shopping centres. This developmerddseased by Sardar (2000) as
an important element of the destination’s portfdbotourism; however, it is also

argued that this commercial function and statua asntemporary development
lacks sufficient heritage and history to be con®deas a cultural asset. On the
other hand, there are cultural landmarks that Hasen granted the status of
flagships because of their historic and culturdu@atheir status as providers of
culture and their positive influence on the develept of urban areas for tourism
and culture. Crowley (2003) cites the case of tAka¢e of Culture and Science in
Warsaw, which was heavily affected by bombingsmythe Second World War

to illustrate this. The remains of the building wesubjected to a series of
reconstruction efforts that lead to its full restown and improvement leading to
its current status as a cultural flagship duedwisual characteristics and cultural
value. This suggests that buildings with rich le& can be subjected to
redevelopment programmes to improve their accesgibo visitors and enable

them to act as cultural suppliers. The Royal Optyase is a similar case study as
discussed in the next chapter. Given these coradidas, the forthcoming chapter
will focus on cultural flagships and different apaches by which they can be

understood, such as iconic buildings and monuments.
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4.3. Cultural flagships

In relation to a flagship development’s significandor an urban area,
Montgomery (2003) notes that often the urban idgrdgf precincts for tourism
and culture can be strongly influenced by the preseof a cultural flagship,
adding competitiveness to a destination in a tourc®ntext and enriching its
cultural sector. In the case of London for exampleyorld famous Opera House
may project messages of the destination’s cultwhlancy and resources.
Similarly, Smith (2003:159) appraises the clos& eld between the conception
of cultural flagships and their active role in thlevelopment of urban areas for
tourism by citing Knox (1993:10) who indicates thgpectacular local projects
such as downtown malls, festival market places, s&dia, theme parks and
conference centres are seen as having the greafgstity to enhance property

values and generate retail turnover and genergiéogment’.

These notions suggest that as much as commeragghilp developments can
stimulate the economic sector of an area or arg®gin, the cultural credentials
of a tourism precinct can be enhanced by the peeseha flagship development
that acts as a supplier of culture. Smith (2003 €0 evaluates the relationship
between cultural flagships and the areas wheredhegituated by indicating that
‘it is important in any cultural regeneration prcfj¢hat cultural developments are
integrated into mixed-used (land) rather than gosing isolated arts centres or
cultural landmarks which fail to generate furtheoomic and social benefits for
the local communities’. The author proposes thétucal flagships and the areas
where they are located can foster a mutually bemafrelationship through the
attraction of a wide array of visitors seeking eliéfint experiences concentrated
within them. These considerations are useful f& $tudy as Covent Garden can
be perceived and experienced as a place for culbwieits cultural sector has
attracted further investment that resulted in aanb commercial ambience for
example. The Royal Opera House as a cultural flagmhd its role as a catalyst
for this phenomenon will be further explored in tiext chapter and through the

analysis of primary data in the findings and distms chapters.
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It is also important to evaluate the cultural sigaince granted to a flagship
development to the extent that it acquires theucalltflagship status. Smyth
(1994) proposes that a flagship development camigcgultural significance
when it is closely linked to a local culture andéodtural activities. The author
also suggests that because of their role as suppli¢ocal cultures, they have the
potential of engendering pride amongst the locahmanity. However, the
context of the conception (original purpose) andettgoment process of these
landmarks will ultimately determine the culturallu@ assigned to them. This
value can be associated with a large scale apptodtharchitectural features and
to its role as a supplier of culture. In relatiam this, Grodach (2008b:496)
comments that ‘in addition to the physical and @toic development
implications of this clustering dynamic, culturédships may serve as a support
centre for local artists and arts organisationsphyviding a space to meet and
exchange ideas, creating opportunities for caremwitp (...) and partnering with
non-profit community and commercial arts organmati. These concepts can be
related to the notion of a creative milieu in retgato areas where creative
individuals and organisations partner and netwark the development of a
precinct with a strong focus on culture and cre@gtifLandry, 2000). This is
notable in the case of Covent Garden given the’samgzh supply of different
types of performing arts, from high arts at the @pElouse to popular street
entertainment in the Piazza as explored in the deapter. Therefore, a flagship
development’s status as a cultural flagship caadseciated with its visual value
in terms of its architecture, its role as a supphiculture and the impact that it
has on its urban environment. However, as notedeghihese functions can be
assigned to them primarily when a flagship is corexkas a provider of culture,
or they can acquire these functions through timd as a result of cultural
promotion (such as in the case of converted indudacilities as venues for the

performing arts in cultural clusters as discussetthé previous chapter).

4.4. Cultural flagships as monuments
The high profile and large scale attributes assediavith flagship developments
indicate their association with monumental archites; suggesting that cultural
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flagships can be understood as monuments congyd#reir contribution to an
urban landscape. However, it is important to nbtd monumentality is not only
associated with physical attributes that make afighips typical sights of a
destination. Canniffe (2006:130) proposes that ucalt flagships can be
approached from the monumental perspective, dgfiaimonument as ‘buildings
and objects which attract communal activities’. sTimdicates that monuments are
expressions of local culture that may exert an ingm influence on an area’s
cultural identity. Furthermore, the notion relatdem with the practice of
communal activities that can be related to theistisrperformance and rituals as
discussed by Perkins and Thorns (2001) and Ed€a66r). DeBotton (2002),
however, argues that these facts do not necesgprdyantee a genuine interest
from the visitor in monuments as flagships. Theters motivational background
will determine the degree by which a visitor's espece is affected by an
architectural artefact. Furthermore, DeBotton (2Q0p states that ‘reverence for
beautiful buildings does not seem to be a high &orbon which to pin our hopes
for happiness’, arguing that the tourist’'s expereerand the role of a cultural
flagship or monument is the result of the inteactbetween the intricate inner
processes of the viewer’'s mind, the physical aitab of the architecture which is

perceived and the cultural value assigned to it.

On the other hand, Canniffe (2006:134) cites Sd%43) whilst addressing the
multifaceted nature of flagships as monuments,catthg that ‘the people want
the buildings that represent their social commurifg to give more than

functional fulfilment. They want their aspiratioorfmonumentality, joy, pride,

and excitement to be satisfied’. In this sense, \hkie assigned to flagship
developments as monuments is perhaps strongee todal culture than as means
for attracting tourists. These considerations réigarflagships as monuments can
also be linked to the theoretical background predith regards to the experience
of cultural tourism. It has been determined thdtucal experiences are shifting
towards participative, active endeavours that woeitdjage the visitor either
physically, intellectually, or both. Should a culiliflagship be interpreted as a

monument, the act of observing it constitutes asipasexperience that does not
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respond to Smith’s (2007a) novel forms of cultdcalrism. This suggests that the
monumental perspective applied to cultural flagshgpuseful to understand the
cultural significance of a flagship developmentt daes not prove to be entirely
successful to understand why tourists are drawthdéee attractions. However, it
can also be argued that the rituals and touridopeances that a monument’s
visitors’ may participate in can potentially consté active and engaging tourist
experiences. Therefore, considering a flagship'suali appeal and -cultural

attachment to a destination that leads to highldegt visitation by tourists that

engage in active communal practices, cultural figgs can also be understood

from the iconic perspective as discussed below.

4.5. Cultural flagships as icons

High profile architectural artefacts were not i ehses designed to serve as
catalysts for tourism or urban regeneration, bujuaed their flagship role
because of their cultural value as indicated befBrem a visual point of view,
Cambie (2009:115) indicates that ‘an iconic buidia one that shouts about its
presence, that transcends its context and makesnananding statement’. This
suggests that both meaning and form are to be ta&keronsideration when
appraising a building’s status as an icon. The@ufp. 115) also defines iconic
buildings as ‘sexy snhapshots, it destinations, niaste holiday visits, pin up
posters of modern urban tourism’ concluding thagirthmposing presence in
urban destinations lead to a form of tourism cotgadsed as ‘architourism’.
However, the approach does not entirely integratection, visual traits and
cultural meaning. To understand the iconic natdir@ louilding that may acquire a
flagship status, Edensor (1998) makes an in depthy docusing on the case of
the Taj Mahal in India. Originally built as a posthous monument in the 17
century, its grandiose architecture successfullsaets tourists, which triggered
the need to establish a well defined tourism sgnate® sustainably manage the
designated tourist space. This structure was giamerld Heritage Site status by
the UNESCO because of its cultural and physicali@ance. This indicates that
an iconic building’s function evolves over time,dathat tourism can potentially

exert an influence in this process, especially wiherbuilding’s image is used for

81



Cultural Flagships | Chapter 4

marketing and branding purposes. This exampletifitess the contrast between a
cultural flagship and a cultural icon, being thedamore applicable to this case
because regardless of the measures taken by gosetsito regulate its visitation
and positive input on the economy; it is essentiallmanifestation of the local
culture. This implies that whilst a cultural flagghmay be of a transitory nature
because it is often conceived for an impermanergqse, a cultural icon overlaps
and transcends these objectives becoming peremxijatessions of culture.
Government involvement in the management and us@ afchitectural structure,
then, plays an important role in the building’stesaas an icon, a cultural flagship,
a tool for place promotion and a means for urbgemeration. These concepts are
useful for this research because the Opera Hou€ewent Garden was subjected
to a redevelopment programme that entailed heavgrgmental intervention that
aimed to achieve a series of objectives, beingeamad notoriety one of them in

terms of its physical appearance and functionality.

Another example of a cultural flagship that hassended and transformed itself
into a symbol for a destination, a powerful catafgs tourism and cultural icon is
the Eiffel Tower in France. The structure was vy built as an entrance for
the World Exposition held in Paris to commemordte hundred years of the
French revolution (Harriss, 1975). It was poorlgaeed by both audiences and
builders but in the present day it is the mosttetsipaid attraction in the world
(Normand, 2007). This is a graphic illustrationhmfw flagship edifications can
generate economic development by means of massivesm flows. It is also a
landmark monument that has constituted the mostoitapt element of the
marketing of Paris as a tourism destination, asristar(1975:223) states, ‘it
becomes the symbol of Paris, of modernity (...) this inevitable sign’. All these
considerations suggest that function and visuale@spare involved in the
acquisition of an architectural artefact into ayflhip and depending on the degree
of exposure and attachment to a destination’s image an icon. In terms of
function, museums and venues for the performing haive drawn attention to

existing literature related to cultural flagshipgsdascussed below.
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4.6. Museums as cultural flagships

Dexter Lord and Lord (1998:53) address museumsutisral flagships and link
them to the tourism industry by stating that ‘mussuare a vital part of the
world’s largest industry, tourism. As a result thesed to be recognised —and to
recognise themselves- as significant economic deweént generators within
many communities’. The authors highlight the impode of museums to tourism
destinations in terms of economic revenue thatttraction of tourists generates.
However, their cultural implications should alsodsElressed. San Roman (1992)
proposes that these cultural institutions are dfftéeed to a destination’s identity
in their role as providers of culture (as notedBxylan, 1992). In this sense,
museums can be linked to the notion of culturaddtaps because of the positive
input they have on destinations along with theghdectural importance to the
urban landscape and the cultural significance medigo them. Examples of
museums that respond to the notion of culturalstiggs include the British
Museum in London and the Louvre in France becadishedr status as world
class providers of culture and distinctive archiiee that is an important element
of their respective area’s urban landscape. Furtber, they stimulate other
activities related to commerce and leisure thatlteés the attraction of tourists.
The Guggenheim museum in Bilbao has also beemsHip development that has
been the focus of extensive research on the imglactltural flagships on the
attraction of tourists (Plaza, 2000a) whilst promgta positive projection of the
city as a destination of cultural vibrancy and liert urban developments such as

increased public transport (Klikzkowski, 2003).

The evaluation of museums as cultural flagshipde useful for this research in
terms of clustering, as noted by Van Aalst and Botsg(2002:196), who propose
that ‘cities use museums as tools to redevelopegenerate city centres, the
concentration —or clustering—of museums is consudieto be an especially
effective way to attract more visitors and touristone particular area (...) (this)
physical concentration was and is generally tiedhto redevelopment of public
space and is usually combined with other facili{ie$ the intertwining of diverse

functions —such as cafes and restaurants, eveneum stores- within a single
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space is an explicit goal’. These notions are apple to this research from the
clustering perspective, as the case study arelaaimcterised by the compression
of a variety of venues for the performing arts thas promoted the development
of other commercial businesses. Another illustratmf the role of museum
clustering in the development of urban areas farissn and culture is the Paseo
del Prado in Madrid; which has played an importaié¢ in the development of
cultural tourism in the destination (Parsons, 2003)is urban district houses
three of the most important museums in Spain: tiedd del Prado, the Thyssen-
Bornemisza Museum and the Museo de la Reina Sofia. concentration of
museums in urban precincts like Paseo del Pradgpain leads these clustered
institutions to share services such as public parsand parking space whilst
creating a more visible profile for its touristratttions, which ‘provide visitors
with an opportunity to engage in multiple activéti| a shorter period of time (...)
(the multifunctional cluster) has the advantage ¢haertain area can be used by
day as well as by night’ (Vaan Aalst and Booga2¥)2:196). Therefore, such as
in the case of Covent Garden, cultural flagships lead to the clustering of
tourist activities within a single precinct thaepents visitors with a wider variety

of experiences concentrated in the same area.

As noted before, cultural flagships can be conakias such or they can be
granted with that status over time. Hence, it iponiant to make a distinction
between contemporary museums and well establishexs. oPhysick (1982)
focuses on the case of the Victoria and Albert Musen South Kensington to
explore the case of well established museums, igigiig the importance of
architectural aesthetic to a flagship developmemckvcan become as important
as the building’s content and functionality. Thehan (1982:12) indicates that
‘perhaps the Victoria and Albert Museum is the amiyseum in the world housed
in a building which to a great extent itself wasamieto be one of its own museum
exhibits’. The case of the Guggenheim museum ibdilcan also be associated
with this notion because of its attractive and watve design. However, it can be
argued that the difference between these caseestiglthe urban attachment that

the Victoria and Albert Museum has developed witluts Kensington over time
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and as an important element of the area’s cultitedter. The presence of this
cluster along with the museum’s acquired heritage eultural value actively
contribute to the attraction of tourists in theaarehich is aided by the fact that it
has been there for an extended period of timeelation to this, Handler and
Gable (1997) indicate that old museums face nunsecballenges to keep up to
date with changing trends and demands of the industcause of their old
infrastructure, but have the advantage of mergmg ihe cultural identity of the
area they are attached to, or the destinationsshlers, over time. In regards to
new flagship developments, Grodach (2008a-b) pauatghat the opening of the
Guggenheim museum in Bilbao has suggested thaiitemporary development
of large scale cultural facilities are catalysts wban regeneration and the
consequent attraction of tourists. However, théd@utoncludes that an attractive
architectural design is beneficial to achieve tigidated benefits, but the ‘Bilbao
effect’ will not automatically happen without cawefplanning in terms of
location, where the dynamics between the museumadinelr economic units
(shops, restaurants) can occur in synergy to aehilee desired urban progress,

regeneration and attraction of visitors.

All these considerations indicate that museumsudtsiral flagships can be well
established or contemporary developments, witlehfit cultural values assigned
to each case. However, industrial facilities turim@d cultural flagships are also
of interest to this research as the case studylihgilwas subjected to extensive
redevelopment work. The Tate Modern in London igrajsed by Sabbagh (2000)
as playing an important role in the destinationidtuwral portfolio actively
contribution to London’s status as a world cityoofture. The author highlights
how the refurbishment of an industrial site andsggjuent transformation into a
cultural venue adds on to the cultural offer of #ltieaction and in this case, to the
Southbank’s cultural vibrancy. Similarly, Sydneyewerhouse transformed the
infrastructure of an industrial facility and contest into an architectural attraction
that houses the Powerhouse museum. Scott (200@@6ates that it ‘opened to
acclaim for its architecture, contemporary exhdrtdesign and innovative use of

interactive computer technology. Each year it weles up to 600.000 domestic
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and international visitors’. Scott’s (2000) stu@yeals that the major challenge to
create a positive synergic relationship betweenagship and its wider urban

context is projecting an image that is accurat¢hto reality of the institution’s

cultural offer, as indicated by Colbert (2003) egards to the Sydney Opera
House as well. It should be noted, however, thaseums and theatres face
different challenges related to carrying capacitgt provide different experiences
to their visitors as performing arts are inclinedput the user in a passive role.
Thus, the last section of this chapter will explomsncepts and issues related to

cultural flagships for the performing arts.

4.7. Cultural flagships for the performing arts

‘Beginning with the last days of Enlightment, thewer of a nation could almost
be measured by the strength of its opera compéni¢she great cities of Europe
gave birth to grand Opera Houses which becameritig ef the world. Today,

opera prepares to enter the third millennium byticgsits architecture and
repertory in the past but always freshly perfensée. (Beauvert, 1996:7)

It is important to note the importance of spacespirforming arts as flagships,
and often icons of urban areas for tourism anducailas this research focuses on
the case of the Royal Opera House. Mulryne and 8hg@w1995) identify three
major considerations whilst pondering the preseoicehe performing arts in
urban areas. First, the hard infrastructure, ctuistli by the physical appearance,
geographical location and other physical aspedis itimy have the potential of
exerting an important influence on the area’s wrsit perception and experience
of place. Second, the attraction of certain typevisftors to the area and the
consequent social interactions and dynamics thauro@as a result. These
interactions are not only amongst users; but algolve the local population, and
other visitors in the area. And third, the artistimension of an institution for the
performing arts related to the quality of its protlons. These notions are useful
for this research as they point out different eletae¢hat should be considered in
the study of how a flagship influences the pereepéind experience of the chosen

case study area. According to the authors, theigdlygresence of the building,
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the attraction of visitors in the area and peregystiregarding the cultural product
should be addressed for research purposes. Desmtdatter consideration

regarding quality of performance, it is also impaoitto note Hofseth’'s (2008:103)
considerations regarding flagship developmentstierarts, which indicate that
‘an analysis of the media coverage suggests thatreican be used as a lever for
city development — not necessarily because ofrtherent qualities of culture and
art as such, but because of the role they can ipjapeing coupled to other

elements of urban development’. Therefore, evideswgggests that a flagship’s
cultural produce can be approached not entirelylatied but relatively

independently from the urban benefits that thethéectural presence exerts on

the urban settings.

One of the most prominent cases of cultural flggsHor the performing arts
exerting a powerful influence on tourism precinatal indeed on a destination’s
image is that of the Sydney Opera House, whichatsm be conceptualised as an
icon given the following considerations. Accorditay Thiel-Silin (2005:96) its’
development began when ‘the government of New Sdu#tes, announced a
competition for an Opera House, intended to ele@teney’s cultural viability
and visibility’. In this sense, the benefits ofgarscale flagship developments for
the performing arts are recognised as signifiers @éstination’s cultural vibrancy
as indicated by Wing Tai Wai (2004). In relationit® physical appearance, its
architect, Joern Utzon (1967:3) stated that ‘therfey Opera House is one of
those buildings where the roof is of major impocenlt is a house which is
completely exposed. The Sydney Opera House is sehahich one will see from
above, will sail around (...) because it sits on mfpsticking out into a harbour, a
very beautiful harbour’. This emphasis on conterapprgrandiose architecture
resulted in the inclusion of the Opera House asnaportant element of the
imagery projecting the city as a world class dedgtom for art and culture. This
suggests that not only use of space or culturahingagrant a building the status
of cultural flagship, but certainly its visual agpeand the attraction of other
businesses and visitors in its surrounding areas.th@ other hand, it is also

interesting to note how the architect placed antasis on its high profile and
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free standing location. Clustering has been idiedtias a potentially positive
attribute to flagship developments in the casethefmuseum districts in Madrid
and London’s South Kensington (Van Aalst and Botsg&002; Physick, 1982).
However, it also appears that a development’s urbetachment can play a
central role in its acquisition of flagship stahecause of the higher notoriety that

a free standing location provides to the building.

As indicated above, this flagship building is oftgranted with iconic status. As
stated by (Colbert, 2003:69), ‘a genuine Austral@m, the Sydney Opera House
building serves as a symbol of the city and thentgy much like the Eiffel
Tower in Paris, Tower Bridge in London, the Colisein Rome and the Empire
State Building in New York City (and it) plays aykele in the highly developed
cultural life of the city’. The author approaché® tOpera House in terms of its
visual input on the destination’s tourist landscapel as a provider of culture
enhancing the city’s cultural offer. It is alsoargsting to note that the author
reports that 95% of patrons indicate that not othlg artistic content of a
performance has made the experience of visiting@ghera House memorable and
enjoyable, but also the simple fact of being inghte building. This indicates that
tourists may visit cultural flagships not only basa of their content (performing
arts) but to experience visiting a building thakmown worldwide. Furthermore,
it can be argued that the grandiosity and famehef luilding may divert the
visitor's focus, from culture to the building itéelln this sense, tourists not
seeking to experience culture but visiting the @peéfouse because of its
architecture impose a challenge to the deliveryt®ofcultural produce. In this
sense, Colbert (2003:69) also addresses the mdaip of the Sydney Opera
House and the development of tourism in Sydney bting that its Chief
Executive, Michael Lynch ‘has set himself to enstivat tourists seek out the
Opera House for its shows as well as for its aeclitre’. This indicates the needs
for audience development and educational campagyastively engage potential
audiences and nurture a culture of appreciationttier work of the flagship
institutions asides from its world famous exteragpearance. It is also interesting

to note that the Sydney Opera House is a versatitele catering for different
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demands and purposes via different performing speces (a concert hall, the
opera theatre, the drama theatre, a studio ancayhqlse) (Beauvert, 1996).

Visitors can also take part in guided tours tha tmilored according to their

special interests in order to serve effectively idemange of audiences which
indicates that the institution has a focus on ohing audiences to its work. In

relation to the tourist precinct in which the Opdrouse is located, the

surrounding pier has an appropriate range of anmgillservices and other

attractions that stimulate tourist activity in thieea. These economic units include
restaurants, shops and boutiques. In additiomriagimity to the boarding area

for river cruise boats and other tourist experanbpportunities such as the
Sydney Aquarium facilitate a synergic relationshgiween the Opera House and
other catalysts for tourism development.

In terms of image and the institution’s operatio@s)bert (2003:75) highlights
that ‘consumers, both current and potential, formdea or a mental image of an
organisation. Even for people that have never get in Australia, the name
Sydney Opera House conjures an image’. This sug¢iest a major lyric theatre,
particularly in the case where it's housed by sadhstinctive architecture as this
case study, bring about mental images to audiefddesauthor also recommends
that in order for these images to have a posithe lang lasting effect that will
turn potential audiences into actual theatre godéns, organisation should
concentrate on two areas. First, promote itselfr@gmmtely ensuring that these
potential audiences are constantly aware of itsiall offer. And second, monitor
the accuracy of the images projected with the &gtwaducts and/or services
delivered. On the other hand, the author (p. 7Bmsarizes the strength of the
Sydney Opera House in ‘the striking architecturat thas made the structure a
symbol of Australia and the excellence of its reaidcompanies’. He also notes
that loyalty is an important result of the instituts focus on culture, indicating
that patrons are not only local residents but assalt of the efforts to position
itself internationally, tourists are drawn to ittremly for its cultural offer but also
as any other ‘must see’ attraction which leads thenexperience culture. The

cultural delivery is certainly aided by ‘the unigarchitecture of the building that
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plays a key role in promoting Australia itself amitiacts a great deal of attention

from tourists’ which fosters local and nationaldari(Colbert, 2003:75).

Although many lessons can be learned from the chdee Sydney Opera House,
it should be noted that this is also a contempodamelopment. There is limited
academic research on the well established Operaséd{ohighlighting the
importance of conducting this study. However, Lal&c¢heatre in Milan is also a
well established Opera House that has been subjettme academic discussion.
Foot (2001) uses the case of La Scala to illustiate a cultural flagship for the
performing arts can reflect a society’s or a dedtom’s economic or cultural
position by indicating that it ‘symbolized the restruction of the city, and the
return of democracy with the return to Italy of Tasini (...) the new image of the
city was reflected in the kitsch and design of dipening night opera-goers’ (p.
14). Another European example of a well estabtiskaltural flagship for
performing arts is the Palais Garnier in Paris @at@d by Crosby (1970). This
grand Opera House was subjected to a conservatagrgmme aimed towards
the urban revitalisation of France after the Secdfatld War, along with other
monuments such as the Louvre, Notre Dame and theelgiae. The author
identifies these measures as a consequence ofetlogment of the cultural
guarter known as Les Marais. This example canladsiinked to the modern case
of Bilbao in Spain, which as indicated by Klickzkski (2003), oriented efforts to
either develop or improve a series of cultural $la@gs in order to establish its
position as a world destination for culture. Thesecaf Bilbao’s Guggenheim
success as a cultural flagship acting as a catldysirban regeneration has also
been identified by Hofseth (2008) in the developharOslo’s new Opera House,

suggesting similar patterns between museum andré¢higagship landmarks.

Nevertheless, it is important to note that the walt experiences provided by
museums and theatres are of a different natureor@nhand, museums have the
opportunity of providing active experiences to utsers allowing them to move
freely within its premises, whilst attending a jpenhance is a passive experience.

It can be argued that cultural flagships for thefgrening arts can tackle this
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experiential disadvantage by strategic use of sjpaderms of the inclusion of
added facilities and services to the building ashm case of the Sydney Opera
House presented above. Grodach (2008a) approaeneey for the performing
arts from its wider urban benefits perspective tak@ds the case of New York’s
Carnegie Hall, which ‘functions as a catalytic paijby generating a significant
amount of night-time activity, acts as an anchosaxfondary activity, in this case,
many smaller performing arts studios, restaurants r@ésidential buildings that
attract musicians and artists, even despite itsiphlhandicap of being situated at
the end of long block’ (Jacobs, 1961 as cited bgdach, 2008a:197). The latter
considerations confirm that flagship developmentstlie performing arts lead to
urban growth. Furthermore, the authors note theireabf the businesses the
flagship attracts, which can be linked to Landr{2€00) notion of the creative
milieu where organisations and individuals gatherareas where culture is
produced, contributing to its ambience and contiilguto a sense of creative
space. Aside from the attraction of peripheraluwralt units, Grodach (2008a:197)
emphasises the consequent cluster and relatiobshigeen the flagship and other
economic units by stating that ‘cultural facilitiege designed within close
proximity and maintain direct linkages to commer@stablishments, are located
near public transit and parking facilities, and p#tgntion to pedestrian traffic and
crowd flow’. This physical proximity to other atttons, services and amenities
can be identified in the case study area as adettesghe following chapter.

4.7.1. Arts consumption in cultural flagships for he performing arts

Cultural flagships for performing arts can help@héhe social, cultural and visual
landscapes of a destination as outlined in thisptelia However, it is very
important to also consider issues related to amswumption given that regardless
of an Opera House’s positive inputs to these datstins, they are also subject to
debate and discussion because their cultural peothigh arts) is consumed by a
select group of people. DiMaggio and Usseem (1978ke some very useful
contributions to the understanding of an indivickiahterest and consumption of
high arts and propose that arts appreciation imedaand contextual, that it

enhances class cohesion and is a form of cultagtad.
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The authors (p.142) indicate that “adult politiattitudes are shaped by the family
during childhood and adolescence. This intergererait reproduction of cultural
interests is likely to extend to aesthetic tasteswvell”. DiMaggio and Ussem
(1978) argue that an individual’'s personal backgtbthat roots down to their
childhood will underpin their personal prefereneegheir adult life. However,
appreciation for certain forms of art can also lquared if the individual is
exposed and educated on the matter to the extemtewthey develop keenness
and interest in participating in cultural endeawun this sense, the authors
highlight the important of education as a socio dgraphic indicator of interest
to understand a person’s interest in the arts.IBMiaggio and Ussem (1978) not
only refer to education as the individual’'s highedticational degree attained and
refute the notion that a person “lacking eitherrappate family background or
educational experiences remains deprived of thenen&a appropriating the high
arts throughout their lives” (p.149). This sugget$tat exposure to certain art
forms can be understood as education as well,neuatithors also argue that this
exposure is also associated with income levelshaset arts forms (particularly
opera and ballet) tend to be expensive and ex@usithose who can afford them.
On the other hand, Belfiore (2002) argues thatettiesns of high arts are subject
to high standards of quality of productions, andsemuently, access to them is
restricted to the upper classes that can pay thle piice of admission, which
itself relates to the high cost of staging thesmlpctions.

In relation to this, it is important to consideatiOpera Houses and other major
providers of culture tend to be subsidised by muhinds in most cases (Belfiore,
2002), raising debates concerning their restrietszkss to those who can pay the
price of admission. The author (p. 92) highlightsitt “within the British arts
sector, the actual exclusion of large sectionshefgopulation (mainly belonging
to the working class) from publicly funded artsiaties has been a source of
concern”. She also refers to the Arts Council's &o¢harter (1967), which
emphasises the Council’s obligation to make thetseaativities more accessible
across social classes in the country. Therefbeeissue of audience development

acquires two dimensions of importance. The firéatesl to the urge to develop
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new audiences to ensure the future production amdwnption of the arts by
succeeding generations. And the second relatedjual @listribution of cultural
wealth. Kawashima (2006) proposes four types ofiesno@ development as
follows:

1. Extended marketing: These initiatives target poaérdand lapsed (not
frequent) attendees and do not alter the cultuadyrct, but use it to tailor
marketing strategies to draw attention to it anderaattendance by
occasional or potential attendees. The purposenandial and artistic
(when for example, a new opera is sought to be ptedhand attended by
a variety of people).

2. Taste cultivation: these initiatives target exigtiaudiences and do not
alter the cultural product but include a varietytlidm. For example, when
there is demand for a particular ballet productio cultural institutions
aim to raise attendance to similar productions. phepose is artistic,
financial and educational.

3. Audience education: similar to taste cultivationtiatives, these target
existing audiences as well but aim to provide aldes with a deeper
insight of the cultural product. For example, wianopera is preceded by
a discussion of its background and content to er#nahe audience’s
understanding of it for educational, and to an mtxténancial purposes.

4. Outreach: These initiatives target people who anékely to attend
cultural events (from deprived communities for epdai They take the
form of arts projects which tend to be participgtor line with Smith’s
(2007a) notion of novel forms of cultural tourismropiding active
experiences to its users. The purpose is social retates to equal

distribution of cultural wealth as indicated above.

DiMaggio and Useem (1978) also propose that arfgeagation is contextual
when analysing the circumstances associated wishcansumption. The authors
argue that these processes are not only relatatietacontent of the cultural
product (the opera or ballet themselves for exajnplgt acquire a more complex

dimension given that the context in which culturedources are consumed also
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play a significant role in their appreciation. mst sense, the authors evaluate the
infrastructure for the provision of arts, theattiesmselves for example, and how
they influence the experience of arts consumpfitrey propose that for example,
open air performances may be more appealing fombrking class as they are
less restrictive in terms of behavioural codes thmayid’ spaces for performing
arts like opera houses where there is a fixed andih plan and audiences are
expected not to talk or interact with each othairduthe performance. Activities
and interactions taking place before and after peeformances also play a
significant role in their enjoyment according tastmotion, suggesting that arts
appreciation is not only related to the charadiessof the cultural products
themselves but to the circumstances associatedtiaeth consumption. It is also
interesting that the authors refer to Bernsteid@76) proposition in regards to
consumption of the arts, highlighting that the rmdies’ behaviour can be
understood as rituals as they behave and intemasimilar ways. This can be
directly related to Edensor's (2001) notion of ttwurist's performance as

indicated in Chapter 2.

Another useful contribution made by DiMaggio andeb&s (1978) to the
understanding of arts appreciation is the socialegtision that arts consumption
acquires, as the authors propose that arts consumghhances class cohesion.
As expressed by the authors (p. 151) “Participatiohigh arts activities builds
social solidarity among those who participate. 8jnaccording to previous
propositions, high arts are primarily the presesf’¢he upper and upper-middle
classes, differential class exposure rates to tlgb hArts have the effect of
reinforcing class cohesion”. In relation to thibetauthors refer to as ‘class
solidarity’ when a sense of social understanding)la@glonging is generated to arts
consumption considering that attendees tend to ngelto similar socio
demographic segments, suggesting that they shamitaisieconomic, social and
political values and perspectives. This sense tdngengness is also associated
by the authors to the attainment of cultural capitho state that “fractions of the

upper and upper-middle class that lack economidalapill accumulate cultural
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capital as an alternative strategy for maintairamgl advancing their position in

the class structure” (p.151).

4.8. Conclusions

The literature reviewed indicates that there afferdint perspectives by which a
flagship development can be understood. A distimctias been made between
commercial and cultural flagships depending onrtheiction, focus and nature
of produce. The attraction of investment leadingutban regeneration and
developing commercial sectors in the areas wherg #ne situated are common
characteristics of commercial and cultural flagshiphey can both be used to
signal messages of successful economies or stroigral sectors that can be
associated with their wider urban environment @@ tlestination as a whole.
However, the cultural value assigned to these opweénts varies considering
that their functional aspects are associated wiéhprovision and celebration of
local cultures to different extents. Cultural flagss can be understood as
monuments because of their potential power to dttvasitors that engage in
communal activities related to sightseeing duehw high profile nature of the
development, attractive imagery and cultural sigaiice. Nevertheless, the
monumental perspective to understand cultural figpgsis limited because it
frames the tourist’'s experience from a gazing pofntiew, whereas it has been
determined that the visitor's involvement with dlijeplace and others are
important issues of consideration for the undedite;p of how a flagship
development can potentially influence their permepand experience of an urban
precinct. The image’'s endurance and degree of haitawst to an area or a
destination will determine the extent to which alding or structure can be
understood as an icon. The icons’ functionalityyeeer, will not be a pivotal
factor in the acquisition of iconic status as illated by the case of the Eiffel
tower, which can be directly associated by Patetus as a place for tourism but
its functionality holds little association with tipeovision of culture.

The understanding of museums as cultural flagghisted out that they enrich a

destination’s cultural offer whilst making a cobtrtion to its urban landscape.
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They can be either well established or new devetymthat are often functional
parts of urban clusters that attract visitors wieaddit from the close proximity

between attractions and the concentration of ttaurgervices and facilities.

However, it can be argued that the notoriety of ynamltural flagships, and in

some cases their acquired iconic status, can eethjirassociated with their free
standing location and urban detachment. On the bired, it is also important to

consider that the concept of flagship entails frtbrban development and the
attraction of other businesses.

The well established cultural flagship has the athge of being situated within
an urban environment for a long period of time Wwha&ds its attachment to an
area. Whereas contemporary developments face thbdermpe of positioning
themselves in urban settings, but they also aresrikely to respond effectively
to new trends in cultural consumption, from atiractarchitectural designs to
providing engaging and interactive experiencesh@rtusers. In relation to this,
attending a performing arts event can be viewea@ gmssive experience, and
flagship developments can respond to this by cHyegflanned and strategic use
of space to provide visitors with added servicesl dacilities that would
encourage higher levels of participation and ineatent. In any case, cultural
flagships can be viewed from their physical perpecin terms of the range of
visitors they attract and the nature of their aatyproduce. On the other hand, it
is evident that arts consumption is a complex idseeause high arts, namely
opera and ballet, are perceived to be exclusivibgaupper-classes and elitist in
their accessibility. But it is also clear that ardividual's interest in these art
forms is directly associated with their personalkgmound as their appreciation is
trained and their enjoyment is not only relatedhe cultural product but to the
context in which it is consumed. However, audiedegelopment strategies can
be implemented to create awareness and generatandefor these cultural
products within sectors that would not otherwiderat, and this comes as a result

of a concern related to equal distribution of aatwesources.
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5. COVENT GARDEN AND THE ROYAL OPERA HOUSE:
HISTORY, FACES, CHALLENGES AND PHASES

5.1. Introduction

The objective of this chapter is to provide an wiew of the area of Covent
Garden and the case study cultural flagship, thgaR@pera House. Covent
Garden’s historical evolution will be reviewed hiighting factors that influenced
its development as an urban precinct for cultureer& will be an emphasis on the
emergence of the theatre industry because ofrestdielationship with the area’s
current status as a place for performing arts. &ylently, the diverse nature of
experiential opportunities for tourism will be aysg¢d by exploring other
elements that attract visitors to the area, suckhapping or eating and drinking.
The numerous challenges accompanying the develdpofghe area as a place
for tourism will also be addressed followed by arerview of the different
perspectives by which the area can be understogeévigéw of the Royal Opera
House’s history and redevelopment will conclude tmapter, informing this
research in relation to the case study area andlagship in terms of their past

and evolution.

5.2. The birth and evolution of the urban precinct

The history of Covent Garden can be archeologidailged back to as far as the
first century with evidence of the presence of bBthmans and Saxons around
this area of London, then known as Londinium (Ridsan, 1995). However, its
modern history and development only began withestablishment of St. Paul’s
Church in the county of Middlesex, nowadays sendaaghe east boundary of the
Covent Garden Piazza, then known as Convent Gagdesn the agricultural
activities carried out by monks. Until that poitite land was owned to the Abbey
of St. Peter, which designated the space for desligsal settlements. It was then
handed to the®1Earl of Bedford, John Russell (1486-1555) becaidbe close
collaborative relationship held with the Tudors drwin this point in the mid 1

century, and under the supervision of the promifamaissance British architect
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Inigo Jones (1573-1652; the church, the Piazza lamdsing facilities were

developed (Rasmussen, 1991).

These efforts, referred to as ‘London’s first expent of town planning’
(Westminster City Council, 2010) are an early exi@ngd urban regeneration, as
the religious landmark and attractive design of Ri@zza promoted commercial
trade and attracted investment supported by thedluamily, which developed
grandiose housing blocks and mansions in the nehidaable area of London.
This also led to early environmental issues andatksb because of the
disappearance of fruit trees and plantations, ¥@ gvay to urban development
(Cathcart Borer, 1967). The disagreements led d@ord¢inabilitation of the space
for agricultural trade as another early examplstakeholders and pressure groups
influencing the use of land. This influence hamgly manifested itself in the
area in the 20 century as discussed in further sections. Cattarer (1967)
also notes that the presence of middle and upmese$ settled in the area
attracted poets and artists seeking to gain ndyoaenongst the powerful and
influential, leading to an early acquisition of @o¥ Garden’s character as a place

of culture.

5.3. A place for theatres, performance and an Operblouse

Author John Gay (1685-1732) was very successful Wwis ‘Beggar’'s Opera’ set
in the nearby Lincoln Inn’s theatre. The leadingerof this musical work was
performed by John Rich (1692-1762), known as ‘tikdr of pantomime’, who
also acted as it's producer. Such was the finamaaénue generated by the
successful production that it earned its producel laading man enough profits
to fund a theatre of his own, making ‘Rich gay &waly rich’. The chosen site was
the west border of the Covent Garden Piazza witerdinst theatre at the Royal
Opera House’s site was founded. It was a short wally from the already
established Theatre Royal Drury Lane under the gemant of David Garrick
(1717-1779), who was himself the star and prodaetehe performances in the
latter site. Both theatres were founded on the mpiewof the letters patent granted

by Charles Il in times when only two official themcompanies in the area where
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recognised by the corresponding authorities (Hug@)8). Other phenomena
actively influencing the dynamics between stakedrsddack then that still stand
in the present day are the strong competition ¢tustered space, given the close
proximity of both theatres exercising a duopolyha provision of performing arts
in Covent Garden. This provision has expanded wighannulment of the letter
patent recognising only two official theatre comigan but the clustering of
theatres in the area remained, increasing theestgb of the supplier to remain
competitive in the market. It should be noted, haevethat in the present day
these venues offer an eclectic variety of produstiserving different types of

markets.

The establishment of these venues and the blosgoeuonomy resulting from
the success of the market and the ambitious houdiegelopments only
strengthened the area’s cultural identity, attrachistoric cultural figures such as
George Frederic Handel (1685-1759). The baroqueposer premiered high
profile musical works on this site and his longnteassociation with Theatre
Royal Covent Garden suggested that the promotiocultéire started acquiring
more importance in the governmental support towatidks arts and the
development of the area as a cultural district (Bus, 2008). Miles and
Paddinson (2005:833) indicate that ‘the idea thdiuce can be employed as a
driver for urban economic growth has become patth@iew orthodoxy by which
cities seek to enhance their competitive positidhowever, the review of the
historic evolution of the cultural sector leadimgG@ovent Garden’s current status
as a place for culture indicates that this phen@mes not new to the case study
area. Factually, it is a good example to illustdatsv culture can lead to urban
regeneration even before the concept was knowowgy planners. In latter times,
specifically in the post Second World War era, leghit (2000) points out that the
notable British economist Keynes, as a member & @ouncil for the
Encouragement of Music and the Arts, continuousigperted and encouraged
assigning funds for the Royal Opera House in Coetden. The author links
this situation with the economist's keen interest the opera and ballet

productions performed at Covent Garden’s theatubs&quently he acted as first
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chairman of the Arts Council of Great Britain arat a time when bread was
being rationed and London was a bombsite, moneyfowasd to create an opera
and a ballet company’ (Lebrecht, 2000:1). Theswhaal events suggest that the
Opera House in Covent Garden has been viewed akuziat asset for the nation
and a flagship institution for the production ogliarts, which was reflected in
the continuous monetary support towards its opmratiat times of economic
crisis. On the other hand, they also suggest thatimstitution received this

support from wealthy and politically influentialsces.

‘Theatre has always been an important part ofiteeof Covent Garden, and one
which during the eighteenth century generated atgteal of the public life of the
area. It is one of the major institutions thathailigh much transformed, still
stands today’ (Richardson, 1979 as stated in Si#%9:np). The author implies
that the presence of theatres resulted in higheeldeof activity and social
interactions in the area, and suggests that diftesectors of the population
mingled because of a vibrant performing arts scémeelation to this, Cathcart
Borer (1967:51) also notes that performing artdoay more firmly established
than it ever was; a vigorous, thriving nationattitosion, with permanent national
opera and ballet companies, and audiences whadattehto be seen themselves,
in order to establish themselves socially, but bseaf their deep-felt love of the
music and the dance’. Despite the influence thahiggh arts have upon the social
and cultural dynamics in Covent Garden, populas arttheir many forms and
manifestations should not be disregarded as intilalealements in the area. It
should also be noted, on the other hand, that mudival theories reviewed in
previous chapters suggest that arts related teuwsig not exclusively motivated
by their interest in the arts, but their theatlipstrmay involve other activities
particularly in the case of a theatre located inaaea with a wide array of
experiential opportunities Therefore, it is impottéo apply a holistic perspective
to the different elements that comprise an ared&ep making system to
understand how they complement each other andtafiecvisitor's perception

and experience of place.
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As indicated above, there has been an importaratrheat the Royal Opera
House’s site since 1732. The popularity of thet fireeatre lead to substantial
redevelopment schemes in 1782 and 1792 to incréasseating capacity,

indicating a positive response and rising demamc&forming arts in the area.
This theatre burned down in 1808 and a new one buiheo classical style

reopened in 1809. To cover the costs, its manageraged ticket prices which

led to riots and social disturbance given the tteluce of existing users to pay
more for attending a performance. In 1837, Queettovia granted her Royal

patronage which led to a fashionable perceptiothefarea (Dorling Kindersley,

1999), implying that the Royal attendance and stafuthe institution attracted

flows of visitors to Covent Garden. This theatre swalso subjected to

redevelopment in 1846 and reopened as the Royahlt@pera and biggest Opera
House in the world at that time. In 1856, it alsorted to ashes, but given the
Royal support to cover the costs of rebuildingtiteopened in 1858 in a classical
Italian style with Corinthian columns at its froriecoming ‘a focal point of

fashionable London’ (Dorling Kindersley, 1999).

Even though the theatre has always been locateadm@&ovent Garden Market, it
is at this stage that its association with commaire@ leisure was confirmed by
the construction of the adjacent Floral Hall, acgpto serve as a flower market
and dance hall. Described by the authors abo\@289:19) as ‘a monument to
the Victorian’s love of glass and iron’, it burnddwn in 1956 and the space was
used as repository until the House’s redevelopnmed999. In 1892, the theatre
became the Royal Opera House reflecting the derfaneépertoire asides from
Italian opera. The building’'s use was affected by First and Second World
Wars, as it became a warehouse during the secaratieleof the century and a
dance hall for troops during the fourth. In 194feibpened as the permanent home
of the resident opera company and Sadler's WellkeBavhich chartered its
Royal status in 1956 (BBC, 1999). The Opera Houas subjected to a large
scale redevelopment programme that lead to twosyefaiclosure between 1997

and 1999, which will discussed in further sections.
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5.4. A place of many faces

Stiff (1979) indicates that the presence of coffdwmps and other forms of
commerce have become essential elements of thatydehCovent Garden as a
cultural district, attracting intellectuals andistt from its very beginnings in the
17" Century, not only for the social dynamics thafwérin the area but also for
the lively atmosphere that peripheral services antivities brought to their
visitors. Richardson (1995) notes that the presesfceoffee houses, taverns,
hotels and bath houses in Covent Garden made $téctlia pleasurable place’
for both locals and visitors. But they also set tp®unds for crime and
prostitution as noted by Denlinger (2002) who higfils a concentration of
‘bawdy houses, especially around Drury Lane, Stedanand Covent Garden’,
being the prostitutes working there listed in whais then calledHarris’ List of
Covent Garden Ladies. Likewise, Cathcart Borer {)9fighlights the presence of
taverns, coffee houses and clubs to illustrate dhea’s vibrant night time
economy as a result of its leisure orientated andeie As noted by Roberts
(2003), entertainment districts with thriving nigihthe economies face a series of
challenges that are today identifiable in the cstsely area. In relation to this,
academic research suggests that anti social belrawionsumption of drugs and
other illegal activities are potential threats totho visitors and the local

community in an entertainment district (Robertalgt2005).

There is a bilateral, beneficial and synergic asgion between commerce and
performing arts in the area. In addition, the taethe rich history and heritage of
Covent Garden as a place for culture are told $yaithitecture, but its current
character is determined by the wide range of u$damal and land users that
contribute to an effective mix of a tourism clusfas indicated by the Greater
London Council, 1970a). Examples of these usesumais include the coffee
shops mentioned above, restaurants, fashion ge|eaccommodation services
and other cultural attractions such as the Londman3port Museum, the now
relocated Theatre Museum and the Garrick Club Cidles. The diverse

structure of attractions in the area confirms tleedhto adopt a wide ranging

approach to understand how these elements effgctimuence the visitors’
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perception and experience of place consideringttteat interact and complement
each other attracting a variety of visitors. Retgssl of the lively and
cosmopolitan atmosphere that these economic aesivatdd to the ambience of
the area, the Covent Garden Area Trust (1997) atelsc that the presence of
outdoors eating and drinking facilities may haveegative effect on the image
projected by Covent Garden in what the authors fief@s ‘undesirable clutter’.
The provision of the services mentioned above natycontribute positively to
the aesthetics of the area when umbrellas, uncdvatdes, unmatching chairs,
unpleasant food smells, unauthorized vendors dtetitig may exasperate the
culture led and arts-core tourist (Hughes, 2000 important to note, however,
that whilst some of the area’s users may find thies¢ures displeasing, they
attract a different type of visitors that enjoyngsithe area because of them. In
other words, the multifaceted nature of the arésasures attracts a wide array of
visitors that should be considered for this redeacthe area can be experienced
and perceived from many different perspectives land wide ranging variety of

users.

The Theatre Censorship Act, first established iB71hdicated that all street
performers acting without a license from the Lotte@berlain should be deemed
‘rogues and vagabonds’. However, this legislatias wevoked in the 1960s as a
response to the tangible contribution that stresfopmers can provide to an
urban precinct’'s sense of place, such as CoverdgBawhere the mixture of the
fine arts and popular entertainment constitutetal \element of its image as a
place of mixed cultures. Hughes (2000:80) agreeating that ‘on-street
entertainers do not always have a tourist-attrggbarpose but contribute to the
animation of an area (...) perhaps the most well-kmaw the UK are the
entertainers at London’s Covent Garden. This olaketaarea in the centre of
London, adjoining the Royal Opera House, has bemmsformed into a tourist
zone of specialist shops and market stalls, cafesrestaurants and is regularly
animated by fire-eaters, jugglers, living statued the like.” Street busking is also
discussed by Kushner and Brooks (2000:69), whacatdithat ‘downtown retail

marketplaces and pedestrian walkways are oftetotfation for artists working in
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a variety of performance modes such as music, dracomedy, puppetry,

juggling, or mime’.

Almost all major cities have locations known toidesits, business visitors, and
tourists as places for street performance. In #se of London, Covent Garden is
an excellent illustration of this, where all thepd#g of street performance
mentioned by the authors can be found in the dastghareas surrounding the
market at different times of day and providing eliéint types of performance that
also vary greatly in terms of quality. However, lijyastandards are determined
by the visitor, and the wide ranging nature of edtrentertainment in Covent
Garden adds many layers of complexity to the goestf how desirable it is for

its development as a precinct for tourism and celtin addition, street busking
leads to the ‘free rider’ effect and pedestriangastion (Kushner and Brooks,
2000), identified by the Councils of Westminsted @@amden as a critical issue
affecting the quality of the visitor's experienae Covent Garden (see City of
Westminster, 2007).

Despite the potential problems that street perfocaamay impose on urban
precincts, Veijola and Jokinen (1994) note that thénsorial stimulation may
exert a powerful influence on a visitor's behaviamd experience of place. They
state that ‘we do gaze at street performances aehdon't we? But instead,

hardly ever engage ourselves in singing and dartogether; very rarely at home
do we share the feeling of being together in tigs imcomprehensible world, full

of strangers whose words and gestures don’t sathiagy Here, we know it in

our conscious bodies that are temporarily unitednrutterly physical ritual’ (as

stated in Perkins and Thorns 2001:191). The autlsuggest that street
performances engage audiences in a communal atwbhave an impact not only
on the precinct’s sense of place from an auralpeets/e, but they encourage
gatherings of people that lead to social interastioEven though they may
represent a nuisance affecting some visitors’ e&pee of place negatively, it is
clear that these gatherings bring visitors togethe€ovent Garden. This also

relates to the notion of co tourism (Harvey andelo@en, 2006), which suggests
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that a visitor's experience of place can be infaezh by others tourists”
behaviour. This behaviour may itself be influend®d the presence of street
entertainers attracting audiences that sing alontheir performances, applaud
them and gather communally, providing cues of behao visitors in the area.

5.5. Proposed redevelopment of the area

Throughout its history, the rising numbers of dsstin Covent Garden and the
fast pace by which merchants have been drawn twst lead to a series of
measures aimed to effectively cope with visitorkilst safe guarding local
interests. However, these efforts may have had estounable effect upon the
authenticity of what is known today as Covent Garda the melancholic words
of Thorne (1980:7): ‘never again will the Royal @gélouse audience emerging
into the night breathe those pungent and evocatigeket smells (...) nor will
they have to push their way past lorries and staxfksrates’. The statement
suggests that the experience of theatre at thewope&Zovent Garden is subject to
the area’s periodically changes according to hosvdahea evolves as an urban

precinct for commerce and culture.

Indeed, the urban development of Covent Garden nfmiscome without its
casualties, not only represented by neighbouriegsathat are neglected and over
shadowed by the booming economy of a historic urpaarter, but also by the
local residents who are affected by urban developnrétiatives to cope with
growing numbers of visitors and economic units.sTikinot a new occurrence; the
Duke of Bedford (1844) noted that ‘I cannot coneewhat becomes of all these
poor people who are compelled to leave their homed lodgings for the
improvement of Covent Garden’ (as cited by Ansd@81). From a more recent
perspective, Kerr (2003:19) noted that there wdssa shimmering side to the
West End district than its high profile avenues atrdets, where there was a ‘dark
and wholly lifeless netherworld of abandoned wausies and derelict market
halls shuttered away behind temporary hoardingsé Tate 1960s and the early
1970s saw the proposed implementation of a largée serban redevelopment

scheme that intended to replace the historic as$é¢ke area, deemed as obsolete
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and out of fashion, and give way to a modern comgoof housing facilities,
open spaces and recreation centres, offices, gstgpmall, public houses, new
roads, hotels and an international conference eei@reater London Council,
1970a). These redevelopment projects were drivehdgecision to move out the
fruit and vegetable market to Nine Elms becauséhefincreasing difficulty of
coping with the traffic it generated in central ldmm. These initial proposals, in
the spirit of the times, were for comprehensive exalopment but were
vigorously opposed and the historic fabric of tlieaawas largely maintained.
This resulted in conservation and refurbishmentsrisf as opposed to complete
redevelopment of the market. This ensured a mixsedl area that conserved the
architectural features that grant it with its anmg® as a historic precinct that can
be sustainably used by the local community andidtsuralike. The pressure
exerted by the local community that demanded thandbnment of the
redevelopment project lead to an extensive enviemal study of the area, which
concluded that ‘the Greater London Council's Covésarden Committee
recognized and respected the area’s unique chaaadepotential contribution to
the life of central London’. (Greater London CountB78 as cited by Tiesdel et
al. 1996). Richardson (1995) also highlights tinet a&rea may be a thriving and
vibrant precinct for tourism, culture and leisuvadays; but that the proposed
redevelopment scheme propelled community groupspfmse to urban renewal
plans that would out the area’s built heritagetaites.

The rejection of the area’s proposed redevelopraemhasise its historical value,
which is evident by further projects that are aintedards the restoration and
conservation of the built environment rather thannew development efforts,
such as the Royal Opera House as addressed ierfgehtions. Nevertheless, the
emphasis on preservation implies other challengeabké planning of the area in
terms of land use and urban revitalisation considethat historic value and
urban renewal are required to reconcile in the ,aghang way to conflict.
Hareven and Lagenbach (1981) refer to the restorgbrocesses around the
Covent Garden Market several years after the lasgale commercial

redevelopment programme was rejected. The authdisaite that ‘the extent and
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quality of restoration (...) removed the visible etfeof its use as a market. This
wear and patina is what one associates with arliatomarket and it can be
disorientating to find it so entirely removed whetre market is turned into an
uncharacteristically elegant shopping centre’ {geddn Tiesdel et al., 1996:175).
In this sense, it is important to note that thamgible identity of a historic urban
quarter is directly linked to its physical featurasd that regardless of how
important the concept of preservation is to townetigpers, the ambience of the
place changes with efforts to preserve or revigaliem.

5.6. Perspectives on Covent Garden

Glasson et al. (1995:37) indicate that ‘a key eleme attracting and sustaining
visitors, as well as validating the residentialidien of those who call it home, is

the identity, or image of a city’. The authors Hight that the image or identity of

place are not single layered issues, as not ontytlsea many urban units of a
destination differentiate themselves from one agothut each and every one of
them can be viewed from different scopes. This jBerns applicable to the case
of Covent Garden as indicated in the discussioovibelvhich analyses the area
according to the different models of understandihgrban areas for tourism and

culture reviewed in the previous chapter:

5.6.1. Covent Garden as an urban village

Chapter 3 determined that a tourist precinct carsdratinised from a range of
perspectives. One of these perspectives placemphasis on physical attributes
and the precinct's built environment. In this senS®vent Garden can be
conceptualised as an urban village. Aldous (198@icates that the concept of an
urban village is the result of the constant questidvelop mixed-use urban areas
whilst effectively addressing the matter of susthitity. The author (p.27) notes
that ‘an increasing number of more enlightened libpezs have sought to create
urban areas in which a mixture of uses and a huscate architecture full of
incident and variety produces places that peoinictively enjoy using’. Covent
Garden as an urban village is not the direct prbdoic planned urban

development, but it is perhaps one of the worldsstrwell-known examples of
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how the need to make effective and wide ranging afseand whilst housing
residents and welcoming visitors has shaped itsactexr. The challenges
accompanied by the development of an urban villeae be linked to Covent
Garden, as vehicular and pedestrian congestiomjrality and potential conflict
between the local community and the visitors ased@s of consideration in the
area. Despite these challenges, Covent Gardenecaielwed as an urban village
considering that the area is small enough to peowad familiar and warm
atmosphere but large enough to hold the varietseofices, venues and facilities
that act as pull factors for the visitor. On theesthand, and as established before,
there is a variety of such services serving differaarkets without neglecting the
needs of the temporary or permanent residenttsdtpovides means of transport
for the pedestrian, the cyclist, the car driver ah& tube user. Another
characteristic is that there is a contrasting mectbetween large buildings and
developments of a lesser scale that also providenge of architectural styles
contributing to the speckled urban landscape thatiges the area with its visual
identity. The area’s narrow streets indeed ‘cabertifie car without encouraging
its use’, allowing visitors to freely explore itsban settings by making use of its
mostly pedestrian streets. All of these urban diaristics can be related to the
rejection of the area’s redevelopment as discuseethe previous section,
indicating that the preservation of these architedtfeatures and layout resulted
in a distinctive sense of place within a histonban precinct.

5.6.2. Covent Garden as a cultural quarter/clustedreative milieu

From a consumption perspective, Covent Garden calslol be understood as a
cultural quarter. According to Bell and Jayne (20@Hdese areas can either be the
result of history’s course or of planned developtredforts to make effective use
of land whilst promoting a range of a clusteredgeanf activities, many of which
are of a cultural nature. As noted before, Coveatdén evolved over time as a
precinct for tourism and culture but was subjedtedome development efforts to
make its use more sustainable for visitors seekultyre and commerce and for
the local community, indicating that the area carviewed as a cultural quarter.

Evans (2003) on the other hand, proposes that rtiderlying principles for the
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development of cultural clusters, or quarters, lbancategorised in three layers.
The first being the economic, by promoting indusiny the area, assigning
workspace in an organized manner, fostering thatiore of supply chains in their
productions as well as providing means of netwaykiior their business
stakeholders. As mentioned before, the economits wamd active industries in
Covent Garden inter relate and dynamise each odlsecommerce benefits from
the attraction of tourists because of the presehséreet entertainers for example,
responding to Evan’s (2003) premises regardingltral quarter. Secondly, the
author indicates that the social rationale for thame constituted by the
phenomenon of urban renewal, the creation of antityefor the area and by
promoting inclusion in the relationship betweeniandes and the arts; as in the
case of Covent Garden, that provides an accessialee for different users with
different interests (Bell and Jayne, 2004). In thense, the area can also be
understood as a creative milieu because differativarking units work in
partnership towards the promotion and enhanceméntreative industries,
particularly those related to both high and poptdams of performing arts.

Roodhouse (2006) indicates that a cultural quader be classified according to
different perspectives, such as the level of imgase of the creative industries or
the iconographic nature of their identity should@dmark or flagship be present,
as in the case of Covent Garden and the Royal Opeuse. Nevertheless, the
author indicates that the success of any cultutartgr is defined by the
economic, social and cultural activities that thriin the area; the dynamics
between the built environment and the use of spaicé;the contribution that it
provides to the broader identity of the destinati@tause of its historic value or
distinctive ambience. The summary of Covent Gaslea'st suggests that the area
also responds to the concept of a cultural quaatmording to this author’s
standards. Whilst evaluating the feasibility ofemeing to Covent Garden as a
cultural quarter, Law (2002) indicates that it aitns‘root tourism and leisure
more firmly in the existing fabric and culture dfet city. Cultural quarters like
Dublin’s Temple Bar in Ireland, or Hindley Street Adelaide, Australia are

planned developments, but the intention is to bardexisting cultural activities,
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emphasising the precinct’'s history and develogisidpuilt environment to create
a new tourism cluster (as cited by Maitland, 20088e also McCarthy,1998;
Montgomery, 1995; Rains, 1999). This statementls® applicable to Covent
Garden because it recognises that novel effortgydate a cultural quarter have
better chances of thriving if existing cultural sasces are expanded and
developed. The case of Covent Garden, as mentiogfede, is a good example of
a cultural quarter that developed organically auee, and has been fostered by
planning since its redevelopment was abandoneaeirl®70s. This is reflected in
the Opera House’s redevelopment scheme, the repening of the largest Apple
store in the world housed in the historic buildswgrounding the Piazza and the
closure of its tube station in 2007 to improve dapacity, amongst other

examples.

On the other hand, it is important to note that mle¢ion of a cultural quarter
(Montgomery, 2003; Roodhouse, 2006) focuses onlsen&trprises and do not
emphasise the role of flagship developments enolighs, whilst most elements
of the cultural quarter model can be identifiedhrs case study, the notion of a
cultural cluster (Mommaas, 2004) seems to be maefull to appraise the
presence of a flagship development in an urbanimreand the visitor's
perception and experience of place. However, Monsm@804) views are based
upon new cultural flagships, in the case of the t&fgssfabriek, an adapted
former industrial site. This makes the applicapildf the theory to this area
questionable considering that its main flagshipldiog, the Opera House, has
over two centuries of history and therefore hasenmauitural significance due to
its heritage

5.6.3. Covent Garden as an entertainment district

Considering the leisure orientated ambience ofatea, another perspective by
which Covent Garden can be analysed from is thah@fentertainment district.
Berkley and Thayer (2000:466) propose that ‘frediyerntertainment districts
are not planned, they just evolve over time’. Thegacy is manifested by other

destinations making significant if not large scd/elopments in an attempt to
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emulate their success and attain the desired ediddr urban regeneration.
Examples of this can be identified in SheffieldrrBingham and Manchester in
the United Kingdom. The authors also indicate thath their success, the

challenges of making entertainment districts safd sustainable arise for the
local authorities, as has been the case througheuhistory of Covent Garden.

Berkley and Thayer (2000), however, suggest thatesof the features that make
of an area an entertainment district consist cfules activities often associated
with the night time economy in the case of pubs @uobs, or with other activities

related to consumption and shopping. Covent Gacdenbe seen as a place for
high culture given the presence of the country&lieg Opera House at its core,

attracting visitors interested in high arts.

On the other hand, the wide assortment of leisyperences available in the area
such as street entertainers and eating and drirfiaolities attract visitors seeking
popular culture, leisure, relaxation and enterta@ntras opposed to high arts and
elitist experiences. Nichols Clark (2004) notesithportance of amenities in the
entertainment district; whether they are naturahstructed or social; concluding
that the importance of these characteristics ofettitertainment district is strictly
subject to the visitor. Such is the case of Cov&atden, receiving visitors that
have little or no interest in the high arts but drawn to it because of its nightlife
for example. The potential benefits of amenitieprioving the experience of the
precinct as an entertainment district vary accaydothe tourists’ use, which can
also be related to their motivation to visit theaalong with their perception and
experience of it. These amenities, to name a fealude its eating and drinking
premises that facilitate an ambience of leisurdaxedion and socialisation
(social), its resting facilities and street furméyconstructed) and its central and

easily accessible location (natural).
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5.7. Redevelopment of the Royal Opera House

‘The reconstruction (of the Opera House) has predumoreover, not so much a
building as a lively new urban quarter where theses formerly dereliction’
(Powell, 1999 as cited by BBC, 1999:64).

Mosse (1995) indicates that the Royal Opera Hossanainstitution is directly
linked with British tradition integrating heritagedentity and pride to the
performing arts scene in Britain. However, as tiod 2entury progressed, the
need for a major redevelopment scheme was immiocensidering that some
facilities and backstage technology dated backhe previous century. This
redevelopment programme was divided in two phabesfirst consisting of an
extension of the building in Floral Street in 19&hefiting the house with a range
of improved facilities and extensions. The secohdse proved to be the most
challenging and controversial. Mosse (1995:11) fgoout that ‘phase Il of the
redevelopment would make the difference and transfine Victorian building
into a modern theatre to rival the Metropolitan €@pkEouse in New York or the
Bastille in Paris’. This emphasises that the taskiransforming the Covent
Garden Theatre into a landmark building and a calltflagship in its own right
was to be of high complexity, not only becauseha éxisting facilities which
represented both assets in terms of the qualiseedl above but also limitations
because of their obsolescence or unsuitabilityaamodern theatre. It is also
important to consider that the redevelopment schexméd not happen without
opposition of influential stakeholders, such as Alntss Council from a financial
point of view, the Westminster City Council from arban point of view and the
Covent Garden Community Association from the rasig@pulation perspective.

As indicated in previous sections, the aforememiibssociation can fiercely
oppose to any redevelopment agenda intended faarthee because of the fear of
comprising the heritage value and cultural autlggtiof the precinct. Mosse
(1995) exemplifies the Association’s disapprovatisd implementation of Phase
Il of the redevelopment by referring to a largelscaural placed in the corner of

Russell Street and the Piazza, which read ‘Pleafe us stop the Royal Opera
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House demolishing these Georgian buildings andacapd them with an office
block’ (p. 180). The then Chief Executive of theude, Jeremy Isaacs also recalls
the striking amount of opposition faced by the pamgme as well as a number of
stakeholders imposing conditions before grantingeyal for its implementation.
These included, six ministers of the arts that slagéed about the cost of the
project, three different chairmen of the Arts Cayrienglish Heritage, the Royal
Fine Arts Commission, the London Committee and mothstities such as
advocates for the disabled that did not stop queisty the redevelopment of the

house until it's reopening in 1999 (as indicatedlaham and Swenarton, 2002).

Isaacs (2002) synthesises the requirements that webe met by the second
phase of the Houses’ redevelopment, which compiseserving the auditorium,
improving sightlines and air conditioning, upgraglithe technical settings,
upgrading front of house areas, accommodating #lketbcompany, housing as
many of the theatre’s functional units on the sasite and ‘to enhance the
cityscape while creating property value realisatwe site to help pay for the
whole’ (as cited in Latham and Swenarton, 2002t12his overview of the
project indicates that a heterogenic approach meaaée applied in the task of
converting this theatre into a world class Operaus¢ép which can lead to
landmark cultural flagship status. Not only becaudgethe wide range of
requirements that had to be observed, but alsoubeaaf the need to apply state
of the art techniques in an area cherished fdnigric background. The authors
(2002:101) also indicate that ‘the significancdhad project can be described first
in terms of urban design and second in terms ddttBemodernisation’. In this
sense, the redevelopment of the Opera House eatitvider urban benefits over
the enhancement of the theatre’s facilities, suiyggeghat its primary objective
was to exert a positive influence on the urbanipoec Powell (1999) highlights
that upon completion of the redevelopment projebe designated architect
Jeremy Dixon also celebrated the™1&nniversary of winning an international
open competition for the bid in 1983, confirmingettong and arduous process
that characterised the project throughout its immgetation. (BBC, 1999).
Factually, talks of the redevelopment began 30sybafore its conclusion amidst
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controversy and much debate (BBC, 1999). Dixon 9)9tdicates that
complementing political and economic problems thltays accompanied the
project, the property crash of the early 1990scédie the implementation of the
redevelopment scheme, which was only able to bétpatigh a subsidy of £78.5
million by National Lottery funds along with priveasources of financial support
that raised the fund to £213 million (as statedBmney, 1999 in BBC, 1999).

The Department of Media, Culture and Sports (DC§)ressed concerns about
this subsidy, because it was not only the greadesjle amount ever to be
awarded to a single organisation for a single pseplout it was also concerned
that the institution would experience financial idé$ of £1.5 million per year
during the two years closure time (between 1997 E9@D) whilst the building
was developed (Towse, 2001). In addition, DCMS ddtet 10% of the funds
granted by the Treasury where assigned towardslelrelopment of the Royal
Opera House for over 10 years whilst the Chairnmtatihe time claimed that no
other European country assigned such little funding major Opera House; and
that the revenue from ticket sales was far moreomant than the public funds
received. These allegations lead to the dismidsthleoChairman and the in depth
evaluation of the entity’s financial and operatibsitguation to assess the viability
of the project. This resulted in the Eyre Reporhichh was paramount in the
establishment of a series of performance indicatoevaluate the effectiveness of
public subsidy for the arts, not only at the Ro@alera House but to other cultural
entities funded by the Arts Council. These areencourage excellence at every
level, to encourage innovation at every level, ionpote a thriving arts sector and
support the creative economy, to facilitate moresconption and participation in
the arts by more people, to encourage more reldvaining in the arts sector, to
encourage better use of the arts in education,otobat social exclusion and
promote regeneration, and to improve public peroapif the arts and to promote
British culture overseas (Towse, 2001). It is iegting to note that most of these
performance indicators focus on social inclusiord ancreasing levels of
participation by delivering cultural products to @&axtended audience whilst

promoting urban renewal and energizing economisedan cultural resources.
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Powell (1999) discusses the intangible aspectsntia&e the Covent Garden site
both an asset and a problem for the building’s veldpment. The author reflects
on alternative proposals made in the 1980s regaramentirely new building to
be constructed by the Southbank’s waterfront iratd@mpt to mimic the Sydney
Opera House for example. Asides from the potetigalefits that it would have
brought, the author concludes that there is a gtemotional link between the
Londoner, the arts and Covent Garden, which pregelind strengthened the
decision to redevelop an Opera House that was aed¢he time as the most
inadequate of the high profile Opera Houses inwbed. However, the author
claims that ‘by remaining on its historic site (s enriched Covent Garden and
reinforced its status as part of London’s cultungartland’” (BBC, 1999:64).
Dixon (1999) also agrees that ‘London’s Opera Hdaslengs in Covent Garden
(but it) can never have the grand symmetrical laydwther Opera Houses' (as
stated by Binney, 1999 in BBC, 1999:76). The awghexplain that the original
auditorium which was preserved by the redevelopmesgramme was originally
built at the blocks’ corner, leaving all possilédg of expansion to the other end.

Despite the problems that accompany the redevelopofean old Opera House
on site, Binney (1999) affirms that an importanhtcidution of the redeveloped
Opera House is that it innovates and contributasrban pedestrianisation in the
area by connecting the Piazza with Bow street imlaopen to all pedestrians,
which passes by the House’s shop and box officereffards to the outside
appearance of the House, Dixon (1999) indicates d@hainnovative approach
needed to be used combining both old and new ass#tenly to match the task
of modernising an old Opera House but also to aptisma contrast with the
distinctive characters of the wider urban landsca@pe L-shaped Covent Garden
Opera House is surrounded by the Piazza, from wiher&uilding is seen with a
traditional stone facade that contrasts with thez®a’s historical Italian design
and where a grandiose front would not have beesilples On the other side,
along Bow Street, the old facade lies next to #sared iron and glass made
Hamlyn (formerly Floral) Hall which serves as thedtre’s largest social area and

eating and drinking facility as a result of the eeelopment (Binney, 1999 in
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BBC, 1999). However, it is important to consideratthBow Street is
comparatively narrower than the Piazza, which &ffethe area’s visitors’

perception of the building’s attractive front.

An important highlight of the design of the new RbyOpera House is the
conjoined use of modern and innovative architecalomg with conservationist
and revivalist schemes that focus on modernisatsowell as preservation of built
heritage value of the site. In this sense, Maxw2002) highlights the partial
reconstruction of Inigo Jones’ vaulted Piazza, agatihg that ‘(it) contributes
towards the re-invention of an important city spdeading itself to field as to
figure’ (as cited in Latham and Swenarton, 2002:9He author also notes the
presence of shops and other forms of commerce tHalsagside this renovated
urban asset, suggesting that the synergic workdmtvan Opera House and other

catalysts for commercial trade is put to practicéhe Covent Garden Piazza.

The Opera House’s redevelopment was not only mgesf infrastructure, but it
also propelled a shift in the institution’s valuesterms of target markets and
intended audiences. As expressed by Dixon and J@082:112), the new layout
integrates patrons from the stalls with amphitreeéittket holders, ‘the aim is to
encourage the audience to move up as well as dawnrgversing the sense of
social hierarchy that existed within the old houddie authors refer to the fact
that amphitheatre patrons could only access tloswed cost seats through an
isolated entrance located in Floral Street, numtua culture of social dividedness
and exclusion. In the present day, no patrons @get to any access restrictions
throughout the redeveloped building with the excepbf the seat they occupy.
This situation leads to contemplate the way in Wwhilse house’s ‘excellence,
access and artistic development’ creed is put &otjme, indicating that indeed,
access initiatives are implemented in the Housp&rations. Another author that
confirms this assumption is Mosse (1995), who te@famous performance by a
world renowned singer which was attended by masseggng ‘to see —rather than
to listen to- the megastar. (p.146). This indisatkat a consequence of social

inclusion policies is a shift in the way culture pgrceived and consumed by
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audiences who grant the experience of attendirgyfanpnance new meanings and
interpretations. The House’s focus on indiscrimenatcess for all audiences can
be notable in their student stand-by scheme tHaases tickets at considerably
low prizes for students. And ultimately, in the tflcat the House can be visited
by anyone, free of charge, during designated tiwigsre visitors are welcome to
the front of house foyers and have access to thueants, bars, terrace and
exhibition spaces. Latham and Swenarton (2002) alsatify implicit socio
political features in the design of the redeveloptayal Opera House. In the
words of Tooley (1999:47) ‘the reopening is an apyaty to throw open the
doors and invite inside all comers, leading theuoagently to opera and ballet,
the raison d’etre of this magnificent building’ (atated by the BBC, 1999).
According to Powell (1999), an estimated 25000 tersi were expected to
experience backstage tours yearly at the timeehtiuse’s reopening, suggesting
that in the eleven years that have elapsed simsig@rvnumbers are likely to have
grown. (BBC, 1999). In terms of audience developimamd engagement, the
Opera House’s education department ‘aims to inspiré empower people to
learn and develop creative skills through engagémeéh its work and art forms’
(ROH, 2010). The initiatives implemented to accasipthese purposes include
special performances for schools, insight evenipgwiding audiences with a
comprehensive overview of certain productions drellive projection of opera
and ballet in big screens in public areas acrossctiuntry. In 2009, over 87000
people were engaged by these initiatives (ROH, ROE®en though not all
members of these audiences visited the area asuét @ this (live relay of
performances in other parts of the country for gxa) these audience
development activities highlighted the work of tlpera House to a wider

audience and in many cases, attracted visitofst@artea.

Michael Kaiser (1999), who at the time acted aseChEixecutive of the House,
reflected on the large scale investment that wasired to reconceive the theatre
and suggested at the time that it would act adteaction for tourism in the area:
‘eventually, the Royal Opera House will repay theeistment in its reconstruction

many times over through tourists and the money tbatism brings into the
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country’. In this sense, it is suggested that sigrwill visit Covent Garden to see
the redeveloped Opera House, but that processaisitl lead them to engage in
other experiences in the area. Another interesengark made by the then Chief
Executive is that ticket prices had been signifigareduced for the reopening,
which can be linked to the social inclusion ori¢ioia developed in sections
above. In relation to this, it was suggested that House would no longer be
deemed as a kind of ‘glorified private club’, laut institution where ‘the various
groups who will use the building will enjoy of a tmally beneficial coexistence

amongst each other’ (as stated by the BBC, 1999F8aally, the current Chief

Executive remarks that regardless of the Englisiioma interest in the Opera
House’s cultural produce, its redevelopment andsequent contribution to

Covent Garden’s and London’s cultural landscaps, at valued cultural asset and
that ‘even if they don’'t come, they feel proud loé touilding’ (Hall, 2008 as cited

by BBC, 1999)

5.8. Conclusions

The review of the evolution of Covent Garden intksathat its firm position as a
vital element of London’s tourism portfolio has hea historical process that
unfolded over an extended period of time. This gsschas often consisted of
controversial chapters in the area’s evolution pkaee for entertainment, tourism
and culture affecting the local population as thleaaevolved. However, its
popularity as a tourism precinct also plays a kg m the perception of London
as a destination of culture, with a diverse perfagrarts sector in a historically
rich urban setting. In addition, the presence ef mharket place, pubs, cafes of
different scale and street buskers attract a wawoétvisitors seeking different
experiences and perceiving the area in differentswh this sense, the area can
be viewed from different perspectives by focusimgits physical attributes, the
clientele it serves and the activities that takecelthroughout its locations. In any
case, it is clear that the area is a multifacetedipct that concentrates a range of
attractions that both tourists and the local padparmeenjoy using.
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In regards to the flagship building, it has beetedurined that the Opera House’s
redevelopment was complex from the social, econasmnid physical points of
view. The social and economic dimensions can becased with the Royal
attachment of the institution that implies elitismd exclusivity whilst receiving
considerable amounts of public financial supporfuid its redevelopment and
operations. On the other hand, and from a phygieedpective, even though the
Opera House has been envisaged as a flagship rgyildi faces a series of
challenges related to its visual perception andggghical location in Bow
Street. However, its historical value, attachmemtthe area and quality of
performances suggests that its flagship statuseasmssociated with its presence
as a provider of culture rather than an architettartefact. An appropriate
methodological approach should be applied in otdenquire about these topics
comprehensively and efficiently. Therefore, the tnetxapter will focus on the
methodological perspective adopted to conduct riesearch, the method to be
applied and how the data gathered to answer theamds questions will be

analysed.
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6. METHODOLOGY, METHOD AND DATA ANALYSIS

6.1. Introduction

This chapter discusses the methodological framewwak underpins the method
chosen to collect primary data to inform this reskaand how this data has been
analysed. It is structured in four sections. Thestfis concerned with the
philosophical stance adopted for the study anduded an exploration of the
social constructivist paradigm from its ontologicand epistemological
perspectives. The second section addresses semtuséd interviews as the
method chosen to collect the data, followed bytailbel account of the interview
and fieldwork design. The last section establisthesapproach adopted to analyse
the data and the different stages that this proeetsled. The concluding section
summarises this methodological framework and intced the next chapter,

which presents the data and the findings that stesfinom it.

6.2. Methodological approach

Once the theoretical framework for this researcls watablished through the
review of existing literature related to culturalitism and tourists, urban areas for
tourism and culture and cultural flagships; thetrgtage of this study involved
the adoption of a methodological perspective tleavesl as a guideline in the
exploratory efforts to give answers to the reseguobstions and overall aim. The
adoption of a paradigm is the first step leadinthie methodological framework.
Willis (2007:8) refers to Chalmers (1982) to defile notion of a paradigm as
‘made up of the general assumptions and laws, autiniques for their
application that the members of a particular sdientcommunity adopt’. This
suggests that a paradigm represents an approatchulimately give the
researcher a perspective on the way the reseapit ioexplored as well as a
series of methodological parameters. As indicatewvilis (2007:8), ‘a paradigm
is thus, a comprehensive belief system, world viewframework that guides
research and practice in a field'. In this sense, laefore contemplating practical

means of gathering data, it is important to esthbthe fundamental stance that
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the study will adopt in regards to both realityiass formed, constructed and

interpreted; and the individuals that provide tihasa.

6.2.1. The social constructivist paradigm

Lengkeek (2001:178), referring to the work of Kastiates that ‘we no longer
regard reality as the direct reflection of the gsnaround us. Individuals
experience reality only through the filter of thability to know and judge’. The
author sets out three elements in the processt, Fue sensorial sphere by which
the individual perceives their environment (appltedthe experience of cultural
tourism by Pocock and Hudson, 2978; Minca and Qak686). Second, the
interaction between these outer stimuli and inredues and concepts within the
individual. And third, the process by which suchtemction leads to
interpretation. It is because the range of vallest interact with the outer
environment vary greatly between individuals fromagiety of backgrounds that
a positivist approach leading to generalisationads adopted for this study. It
should be noted that all the research questiomblested for this research aim to
explore how a variety of Covent Garden’s visiton®nf many different
backgrounds interpret, assign meanings, perceideeaperience this urban area
for tourism and culture. According to Lengkeek’$@2) proposition regarding
the construction on reality, a focus on the indindis necessary in order to
explore these topics comprehensively and taking iatcount the visitors’

individuality and diversity in terms of their badkginds.

Quinn Patton (2002:132) proposes the followingaejuestions to determine the
most suitable approach for qualitative research:

* How have the people in this setting constructetity@a

* What are their reported perceptions, ‘truths’, arptions, beliefs, and

worldview?

The author associates these questions with thetrootigist perspective, and
provides a set of criteria for adopting this apptoarhis parameters indicate that
the subjective nature of the research is acknowelédthat the data obtained will
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be trustworthy and authentic, that triangulationre$ults will be feasible and
appropriate, that praxis and reflexivity providér@ame to ‘understand how one’s
own experiences and background affect what onerstaatels and how one acts in
the world’ (p.546), it contemplates the singularay each individual and it
provides improved and elaborate knowledge on theeameh topic. These
considerations suggest that the framework provimethe constructivist approach
is suitable to undertake this research given it§estive nature focused on how
the individual constructs their own reality and thagiety of tourists from many

different backgrounds that visit Covent Garden.

6.2.2. Social constructivism from the ontological rad epistemological
perspectives

Willis (2007) considers that ontology and epistengyl are components of
metaphysical studies and defines the former aswine the researcher deems
reality to be constructed, and the latter as thageh that the researcher adopts
to enquire about it. It is to be noted that socm@hstructivism as a paradigm has
both ontological and epistemological implications & provides a series of
directives in regards to both realms of social aese Hollinshead (2004:76)
develops a detailed insight into the nature ofdtwestructivist paradigm from its
different perspectives. Firstly, he considers inasontological stance that intends
to give an explanation to what reality is and te tiature of the individual's
existence, and indicates that constructivism i®lativist ontology as ‘realities
exist in the form of multiple mental constructiofis) dependent for their form
and content on the persons who hold them'. Thigesig that the ontological
perspective of social constructivism provides aststent framework to the
research topic and highlights its suitability fdrist study given its subjective
nature. Secondly, the author explores the epistegieal dimension, that intends
to establish how the researcher approaches theidndi providing the data, and
concludes that constructivism is an interactive audbjective epistemology
because ‘inquirer and inquired are fused into gudar entity (and) findings are
the creation of a process of interaction betweentwo’ (Guba, 1990:27). In this

sense, and considering that the ontological dine@nsf constructivism indicates
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that reality is for the individual to construct;iggemologically, the researcher acts
as a facilitator for the individual to develop theiterpretations from a subjective
point of view. Finally, Hollinshead (2004:76) apises the approach as a
methodology and indicates that constructivism ifeameneutic and dialectic
methodological position because ‘individual constians are elicited and refined
hermeneutically and are compared and contrastddcti@lly with the aim of

generating one or a few constructions on whichethergeneral consensus’ (as
cited by Phillimore and Goodson, 2004). This redeas entirely qualitative in

nature as data will be obtained through dialectieans of enquiry (semi-

structured interviews) as indicated in further med of this chapter; and is
hermeneutic given that it explores the processastefpretation of place. These
considerations also point out the suitability afogial constructivist approach as a

research paradigm for this work.

6.2.3. The facets and dilemmas of social construasm

A lack of consensus in academic literature regardine use of the terms
constructionism and constructivism has been idedtif Whilst authors like
Jennings (2001) and Bryman (2004) use them indistigly as synonyms, Quinn
Patton (2002) refers to Crotty (1998:58) who makedistinction. According to
the latter author, ‘constructivism points out theque experience of each of us. It
suggests that each one’s way of making sense ofithiel is as valid and worthy
of respect as any other, thereby tending to scatoh hint of a critical spirit.
Constructionism emphasises the hold our culturedmass, it shapes the way in
which we see things and gives us quite a defingev \of the world’ (as cited by
Quinn Patton 2002: 97). In this sense, construgtivis a more subjective concept
and that constructionism is more oriented towarde social and cultural.
Nevertheless, the author himself points out théliglof the distinction and the
widespread acceptance of it in academia. Thesenstiave implications for the
method chosen to collect the data as a subjecppeoach needs to be adopted
given the subjective nature of interpretation obgal and the variety of

backgrounds of the area’s visitors as indicatedv@bo
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Another contribution on this subject is made bydd¢y (2005) who ponders the
approach’s applicability in social science. Thehautindicates that constructivism
has three different layers of understanding, contibtnism being the first and the
weakest position of the three, suggesting thatidoscience is principally
concerned with interpreting the process by whictiadaeality is constructed by
social actors’ (p.140). Delanty (2005) describestdrm as weaker in contrast to
the other two types of constructivism. On one hauatial constructivism, also
referred to as scientific constructivism, is defings ‘the stronger thesis which
advances the controversial claim that science isstcocted by social actors’.
These social actors can be linked to Boniface’®%) ®@lements interacting in the
consumption of cultural resources (user, preseartdritem). Thus, the inclusion
of the concept of social actors in the theoretitamework of this research
confirms the suitability of adopting the social sbmctivist approach given that
the study focuses on users (tourists), presentkes flagship as a provider of
culture) and items (culture itself). Delanty (20G830 makes a differentiation
between this and radical constructivism concernéld the notion of reality that
‘can be viewed as a system which is structured rasnBrmation-processing
entity (and is) essentially, an endless procesp$tructing information in order
for a system to distinguish itself from the enviment’. The practical
applicability of the latter concept is questionataethis research considering that
this study focuses on interpretation, perceptioth @xperience of place but does
not aim to radically differentiate these constroie from the urban environment
it focuses on. This suggests that a social corstrsicposition will effectively
address the individual's constructions of realiaking into consideration the

social actors that intervene in the process.

6.2.4. Constructivism and social actors

Guba and Lincoln (1990) highlight that constructivi ‘begins with the premise
that the human world is different from the natuplysical world; and therefore
must be studied differently’ (as cited by Quinnt&wat 2002:96). This statement
suggests that reality is not only constructed byatwis perceived through the
individual's senses via the ‘real’ world’s stimulput it is the result of the
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interaction between these sensorial experiencedh wWlite person’s inner

mechanisms of interpretation. These notions aréuu$er this research as the
individuals providing the data will assign diffetemeanings to what they
perceive considering their subjectivity underpinnday their personal

backgrounds. Furthermore, this paradigm has a &eas on the different social
actors that constantly influence the phenomenopeoteption and interpretation
as noted above. Bryman (2004:17) supports thisonobly stating that social

constructivism ‘asserts that social phenomena hed meanings are continually
being accomplished by social actors (and that) #reynot only produced through
social interaction but that they are in a constatdte of revision’. These
considerations also suggest the suitability of &dgphis approach for this study
considering that the perception and experiencenafiraan precinct like Covent
Garden are not merely the result of social intéwast (word of mouth

information, friendliness and physical appearancmdividuals in the area, etc),
but there is a more complex network of elementsratadionships to be explored.
Such elements, understood as actors, include #daesdouilt heritage, its sense of
place, the presence of an Opera House next to lkeetmé#ne attraction of a variety
of visitors of different socio demographic charaistecs and motivations to visit,

its commercial and cultural sectors, etc.

This epistemological approach also relates to Baei (1995) basic assumptions
regarding the cultural tourist’'s experience andrtihe of elements that intervene
in this process, as can be seen in the theordtaralework presented Chapter 2.
As indicated above, there are users, presenterstamg that interact with one
another and with the individual's inner processésnterpretation that lead to
perception and interpretation. Three such elemsanse seen as the social actors
indicated by the social constructivist approachisTis also supported by the
notion that these actors are subject to a congtaxcess of evolution and change
that can be related to the constant state of mvisidicated by the definition
above and the area’s evolution as a place for caoerend culture. In relation to
this, Jussim (1991) proposes another system tlugtrites the basic assumption

of the construction of reality by the individualcacding to the constructivist
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approach. The author (p. 57) indicates that backgtanformation and social
beliefs in the form of expectations and assumptimeract with the targets’
behaviour or attributes, which leads to the peer&vjudgements. This can be
linked to background information on Covent Gardanhsas media exposure in
film or marketing material for example, which caredg an influence on the

individual's perception of place.

Greene (2003) evaluates the relationship between stitial world and the
physical environment, indicating that the first edonot exist independently ‘out
there’, waiting to be discovered by smart and tesdily expert social inquirers.
Rather, the emotional, linguistic, symbolic, intgree, political dimensions of the
social world, and their meaningfulness, or lackréb& are all constructed by
agentic human actors. These constructions areemfled by specific historical,
geopolitical and cultural practices and discourse$ so these constructions are
multiple, contingent and contextual’ (as indicatbgg Denzin and Lincoln,
2003:597). This statement suggests that the elemémt be taken into
consideration to explore the nature of a visitanterpretation of an urban area for
tourism and culture will not be few; but many fastoinfluencing this
interpretation take part in the process. This bemlkgd confirms that conducting a
study of this scope is challenging as many elemig@iisultimately determine the
individual’'s construction of reality have to be ¢@kinto consideration.

6.2.5. The anti foundational position of social catructivism

According to Denzin and Lincoln (2005:185) a constivist research approach
implies the ‘production of reconstructed understagsl of the social world (...)
(and that) constructivists value traditional knadge (and) connect action to
praxis and build on anti foundational argumentslevencouraging experimental
and multi voiced text’. Because no general asswnptcan be made about the
nature of the experience and perception of Covesrtd€h in the view of its
visitors’ individual mechanisms of thought, it important to adopt this non
foundational approach that provides the flexiblnfework required to enquire

individually and understand subjective realities Aoted before, these studies
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need to be both experiential and pragmatic. Thusorestructivist approach is
appropriate for this study. In relation to this,IIGR000) indicates that this
perspective implies ‘a critical stance towards taf@-granted knowledge and
scepticism towards the view that our observatidns® world unproblematically
yield its true nature to us’ (as cited by Bauer @askell, 2000:173).

Jennings (2001) reviews the benefits of adopting #ocial constructivist
approach because of its focus on the individuaicating the need to recognise
the subjective nature of an individual's experiene@d that ‘there are multiple
explanations or realities to explain a phenomenather than one casual
relationship or one theory’ (p. 38). Many preconaeys could be deemed as true
in the case of Covent Garden. For example, thanafis Opera House has an
undisputable influence on the area’s sense of pthe¢ tourists visit the area for
cultural motivations oriented to the performingsarthat visitors of the upper
classes seek high culture whilst low income tosirss$tift towards the popular arts,
and others. Nevertheless, and as noted befores lresonceptions are unhelpful
to the production of new knowledge in the fieldto@irism. This is because they
do not consider the intrinsic nature of a touristmstruction of Covent Garden,
as it is not good research practice to assumeatmaiement of it will mean the
same to all of its visitors, which relates to thation of social construction of
place. In addition, these foundational assumpti@werlook the complex
interactions between the different social actoet thfluence these processes of
interpretation. Therefore, the adoption of this foundational approach leads to
findings that focus on the individual and have pcat implications on the basis
of the lessons learned.

Regarding the experiential nature of the socialstroictivist perspective, Flick
(2006:79) proposes that ‘knowledge organises espees, which first permit
cognition of the world beyond the experiencing sabjor organisms (and these)
experiences are constructed and understood thrthegltoncepts and contexts,
which are constructed by this subject (and) whetherpicture that is formed in

this way is true or correct cannot be determin&tis proposition points out that
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adopting social constructivism as the epistemoltgyundertake this research
provides enough flexibility to allow the visitorsiterviewed to develop their
personal views on their perceptions and interpmtatof Covent Garden as they
see it, without assuming that one perception istragg wrong. The result will be
the production of new knowledge that reflects tgahs interpreted by the
individual rather than by the preconceptions anduamptions which lead to

generalisations that may prevent tourism reseawosh hovel findings.

6.2.6. Social constructivism in tourism research

Social constructivism in tourism research is adelddy Phillimore and Goodson
(2004), who indicate that the future of social @nguin this field should shift
towards the personal socio cultural constructidneality rather than the tangible
and physical attributes of destinations. The awhpr 39) affirm that ‘tourism
spaces are not physically but socially construated,important to consider how
the meanings relating to those spaces are comstruaeconstructed and
reconstructed over time. Tourism is a complex phemon based on inter-
relations and interactions, but the tendency imisou research has been to focus
on the tangible, and arguably the objective’. Adugpthis approach constitutes a
challenge for this study because it is indeed nitéel to understand the impact of
a cultural flagship upon the visitors’ perceptidrao area, suggesting that a focus
on the tangible and physical would be recommenHedvever, according to the
literature reviewed in this chapter, it is cleaatthelevant knowledge will not only
be the result of understanding the building’s dssdture, redevelopment
programme or nature of the area’s offer for tourigtmwill comprise a more
complex network of elements that will focus on gegceiver rather than on what

is perceived.

All these considerations suggest that a flexibla dallection method is required
to enable the individual to develop their views efr@f assumptions or
preconceptions which would be imposed by the adstration of questionnaires

for example. Restricting the range of answers tbay provide throughout the
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data collection stage would limit the potential tbfs study to generate novel
findings, which does not harmonise effectively withe subjective social

constructivist approach adopted. Similarly, stroetuinterviews would only

allow them to answer questions based on assumpdioygested by the literature
review, which would also impose a restriction om thotential of identifying

emerging patterns of thought that were not sugddsiehe theoretical framework
established. On the other hand and as indicatedealbalialectic and hermeneutic
approach has been identified as suitable for #sgarch because it would allow
the individual to widely develop their views thrduthe use of language. In this
sense, alternative qualitative data collection m@shsuch as photo elicitation
would also entail restrictions to the generationcofmprehensive data. These
considerations suggest that semi-structured ie@s/ are a suitable data

collection method as discussed in the next sectbttss chapter.

6.3. Method: Semi-structured interviews

Semi-structured interviews as a data collectionthod consists of verbal
(dialectic) enquiry about a set of topics regarding themes that the researcher
wishes to explore (Veal, 2006). Unlike closed questaires, the topics to enquire
about throughout the interview are concepts andasidthat the researcher
translates into questions according to the pagrctifcumstances under which the
research process is carried through and the indgwidhat is interviewed. In
further sections, the proposed topic guide thatsledes the concepts reviewed in
the theoretical framework into issues to exploréhminterview will be presented.
Veal (2006) also states that it is an appropriagé¢hod when the answers obtained
from the interviewees are likely to vary signifitignfrom one to another. This
framework facilitates the customisation of the stie of the interview to gather
rich and comprehensive data from each individudijctv would result in an
abundant input of information to interpret and stuwe the overall findings.
According to Finn et al. (2000), this method wotddl in the category of semi-
structured interviews, where a range of topicstarée addressed, but enough
flexibility is provided to allow the interviewee farther expand and develop their

statements and points of view. The authors inditiaé¢ a disadvantage of the
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method is that comparability of answers amonggbaedents is more complex
because the data obtained is heterogenic. Nevesthelnd considering the
constructivist epistemology, the need of a stromgu$é on the individual taking
fully in consideration their subjectivity confirnthat semi-structured interviews
are a suitable method to conduct this researcts. dlso important to note that
Veal (2006:205) addresses qualitative researclounsm from an ethnographic
point of view and indicates that ethnography ‘seteksee the world through the
eyes of those being researched, allowing them &alsgor themselves’. This
indicates that this study has an ethnographic yuabout because of the social

constructivist approach adopted.

Marshall and Rossman (2006:101) quote Kahn and &lanfi957) to
conceptualise interviews as ‘a conversation wilugose’. The authors note that
the flexible and informal nature of interviews fdeite thorough enquiry. As will
be addressed further on and considering that 8porelents will be tourists in the
area, the informal and flexible nature of intervéewill lead the researcher to
capture wide ranging data. As indicated by Flick(2), it is good research
practice to undertake this type of research withiendly and relaxed attitude.
Marshall and Rossman (2006) also stress the emsp@etive of interviews that
allows the interviewee to develop their views adaug to their own interpretation
of the topic, which is precisely the approach tthegtse types of studies should
adopt considering their constructivist nature. @a other hand, the authors also
indicate that it is the researcher’s challenge ¢éepkthe interviewing process
casual, formal and comfortable but within a theoedtframework and conceptual
grounds.

Robson (2002:271) also addresses the instanceg \wer-structured interviews
are a suitable method for qualitative research indtates that it is appropriate
‘where a study focuses on the meaning of particggaenomena of the

participants, where individual perceptions of pgsss within a social unit are to
be studied prospectively, where individual histakiaccounts are required of how

a particular phenomenon developed and where exptgravork is required
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before a quantitative study can be carried out’esehfour instances can be
directly related to the overall aim and researcestjons of this research because
the phenomenon of cultural tourism in Covent Garidénds to be explored from

its experiential and perceptual perspectives, bthegoultural tourists themselves

the sources of information.

Connell and Lowe (1997:168) state that semi-stmect interviews provide a

flexible framework in which ‘analytical interpretahs and discoveries shape
ongoing data collection’. As will be addressedHterton, the data collection stage
of this study requires such parallel process ohgratg data and continuous and
gradual construction of knowledge. This again had8nk with ethnographic

research, as indicated by Finn et al. (2000:67) nite that ‘an ethnographer is
less likely to be narrow and restrictive in his/legproach to research (...)
(he/she) will use a more flexible approach to tbsearch process and focus on
emergent themes or even alter the course of theamdls during the research
process. For the ethnographer, the perspectivesngargretations of those being
researched become the key to understanding humiaaviber'. The authors

highlight that ethnographic research implies theeaecher submerging him or
herself into the culture that is studied in orderunderstand the behaviour and
perceptual processes of the individuals belongmmthis culture. The researcher
should pay high attention to detail and subtle sighcultural meanings, and no
pre conceptions influence the judgement of theviddials studied. A holistic

approach is recommendable for ethnographic resesrdeveral layers of culture

need to be cross analysed to understand it as e who

Atkinson and Hammersley (1998) evaluate this typeethodological approach
and identify a series of features that characteti¢as cited by Flick 2002:147).
The first feature is ‘a strong emphasis on expbprihe nature of a particular
social phenomenon, rather than setting out tohgsotheses about them’. This
antagonistic position to positivism effectively hmamises with the constructivist
epistemology determined as suitable for this stullye second feature is ‘a

tendency to work primarily with unstructured dateat is, data that have not been
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coded at the point of data collection in terms ofclased set of analytic
categories’. As mentioned above, it is the reseaishask to weave together the
key themes identified in the bulk of the data cube in order to construct the
reality as it is perceived by the interviewee, whis a principle that links
ethnography with the theoretical perspective ane dpistemology adopted.
Another feature of ethnography according to thédanst is the ‘analysis of data
that involves explicit interpretation of the meagsnand functions of human
actions, the product of which mainly takes the favfrverbal descriptions and
explanations, with quantification and statisticaflysis playing a subordinate role
at most’. To understand the nature of the expeeieara perception of a cultural
precinct, it has been determined that a qualitafigproach that addresses the
respondents as individuals is required. This apgraacognises intrinsic values
that lead them to the consumption and interpraigt@tterns that can be obtained
through verbal discourse, confirming again that ititerviews to be conducted

hold a link with ethnographic research.

6.3.1. The challenges of semi-structured interviews

Liamputtong and Ezzy (2005:71) review the benebfsconducting semi-
structured interviews in social research and intdidhat they are ‘an excellent
way of discovering the subjective meanings andpmétations that people give to
their experiences (...) (they) allow aspects of dddm such as social processes
and negotiated interactions, to be studied thatdcoat be studied in any other
way (...) (they) allow new understandings and thesotiebe developed during the
research process (and) work well with an inductheoretical approach (and) are
less influenced by the direct presence of theirge# is of particular interest to
note that according to the authors, this methocbrapatible with the inductive
and subjective approach that the social constrigtiperspective suggests for this
research. Despite these benefits, Liamputtong arry £2005) also identify a
series of limitations of the method, primarily cented with the costs of the
research process. The authors note that conductiegriews can be a costly
method in terms of time and money. These conceanse directly related to this

study, which approached tourists and consumed tinggr in circumstances when
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they intended to invest such time in leisure anldxedion. For this purpose,
different forms of incentives needed to be provjdadich is another cost
identified by Liamputtong and Ezzy (2005), who stttat financial costs can rise
due to this matter. When the practicalities of tnethod are presented in
forthcoming sections, incentives to cooperate Wiih interview in the form of
gifts are evident as financial costs, along wita #@guipment used to record the

interviews and the licensed required to use thditgtige data analysis software.

Finn et al. (2000) also discuss the advantagesdasatlvantages of conducting
semi-structured interviews and indicate that angfite of the method is the
flexible framework that at the same time can alsoshbject to comparability
within answers and respondents. However, the asithote that the probing
questions that are asked in order for the indiMidadurther develop their ideas
may introduce bias in their response and impair pamability of answers. It is

very important to note that the lack of compar&pibetween interviews has
proved to be a limitation of this study as acknalgled in the conclusions and
recommendations chapter. The interviews conduciieredd considerably from

one another depending on the interviewees’ ansteeif®e questions, which were
further probed in different ways leading to a widaging set of interviews of

heterogenic nature that limited the ability of canpg them. In further sections,
the topic guide for this research will be presenteih the main questions and
topics that were addressed, but probing questiare aiso asked in order for the
interviewees to further develop their views whiclkerev adapted and tailored
individually resulting in data that was not comgdeaamongst respondents. The
authors make a further analysis of the introduct@nbias throughout the

interviewing process and indicate that this couddtlee result of the researcher’s
personal opinion, the misrepresentation of therwegee’s point of view during

the data analysis process, the cultural backgradiraither the interviewee or the

interviewer and the induction of answers on bebgthe interviewer.

Finn at al. (2000) state that these potential disathges can affect the findings of

the study, but can be addressed with appropria@ing in interviewing
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techniques to develop the researcher’s enquiriiig.skhese skills were gathered
theoretically throughout a series of seminars amihihg sessions that the
researcher attended and put to practice throughmaitpilot study stage as
indicated in further sections. It is also importémtmake a distinction between
bias and focus from the part of the researcherm@ry (2004) highlights that
semi-structured interviews are appropriate whenrésearcher has a clear focus
on the research topic, overall aim and researclstgques of the study. This
suggests that a clear theoretical framework wiltoaeplish the opposite of
introducing bias to the interview, but it will ked#pfocused and oriented towards
the aim of research. This conceptual framework @stablished by the extensive
literature review presented in previous chaptetgclvdetermined the theoretical
approach that underpinned the research desigmeldtion to this, Kvale (1996)
proposes that a researcher will face the intervigwgrocess effectively when he
is knowledgeable about the subject, structuredhi@ way he conducts the
interview, clear on his questions, gentle in hisnme of approaching
respondents, sensitive to what the intervieweestaipen and flexible in regards
to the questions to be asked, steering in his wiakeeping the conversation
focused, critical in order to discriminate whatingportant from what is not by
remembering to avoid overstatements, and intey@ein the process of aiding

the interviewee to clarify their views (as notedBryman, 2004).

In regards to ethnographic interviewing, Finn et @000:75) affirm that ‘to
undertake a successful ethnographic interview, rédsearcher must establish a
feeling of trust and rapport with the interviewe€reating this rapport may as
well represent another challenge during the rebeprocess because given the
wide ranging variety of visitors in the area; tlsis cross cultural qualitative study
that will include international tourists from hetgenic cultural backgrounds.
Therefore, creating rapport may be a difficult talike to cultural issues. In
response to this, it should be noted that the reseahas strengthened his skills
in communicating with individuals of a large vayiedf cultural backgrounds

through voluntary work as Resident Assistant srimtional Students House for
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three consecutive academic years, providing stuskmwices to residents from all

over the world.

On the other hand, Schostak (2006) also makes @uatcof the overall ethical
implications of conducting semi-structured intewseand refers to as ethical
protocols to the matters of anonymisation of thgpomdents, the confidential
nature of the data obtained, negotiation of acttebsth the people and the places
involved in the research process, the right tosaygranted to the interviewees,
the independence to report the data that is comgideuitable from the
researcher’'s point of view and finally, represdantatof a wide ranging set of
individuals without favouring or leaning towardsygparticular groups of persons
or opinions. In this sense, the interviewees welee@d to read a consent form
(included in Appendix A) that informed them of tbaidy’s overall aim, that they
were free to refuse to answer any question at iamg, that they were not obliged
in any way to continue with the interview, thatyhsould stop the interview at
any time and the tape recordings would be erasedheir presence, that
recordings and transcripts would be anonymised sealirely stored, and that
nothing they say would be published in a form tmaékes it personally
identifiable. The interviewees were asked to sigis form and fill some socio
demographic information about themselves, such aastcy where they live,
gender, occupation and age group, which generasefulustatistical data in

regards to the sample’s socio demographic profile.

6.4. Interview design

Bryman (2004) notes that an advantage of condustmgi-structured interviews

is the flexibility that it provides to the reseagchn order to enquire about certain
topics depending on the specific interviewees’ chkmvever, it is also important

to follow a general structure so that interviewe aonducted in a way that
collects data in a systematic manner. The authdicates that an effectively

designed interview needs to structure the topigecédly and within the frame of

the research questions, and must use languageastiw@mprehensible for the

interviewee: This latter point is particularly inmpant in this research that
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recruited international tourists whose first langgianay not be English. Bryman
(2004) proposes a categorisation of questions lihatbeen used to design the
interview and was taken into consideration wherotiaig probes to allow
interviewees to further develop their views. Thimanfiework includes the

following types of questions:

* Introducing questions, when a topic is broadlyddtrced to the interview.

* Follow up questions and probing questions, which 8 encourage the
interviewee to further develop a statement.

e Specifying questions, which will further developtales of a particular
statement.

» Direct questions, which are the most likely to ggher an affirmative or a
negative answer when addressing a very specific.top

» Indirect questions, which according to the authirget the interviewees’
own point of view regarding direct questions.

e Structuring questions, which will allow the inteew’s topics to be
connected and associated with each other apprelyriat

* Interpreting questions, which will allow for cladétion of statements.

 And finally, silence, which will suggest to the emtiewee that the

interviewer expects them to further elaborate testant.

The topic guide was designed to explore the rekeguestions and overall aim of
this study concerning the tourist's motivation tgitvthe area, their experience
and perception of the area, and the influencettt@Royal Opera House has on
these processes; informed by findings from theditege review. The interview
was structured in three sections. The first enguadeout their visit to London in
order to determine what their overall purpose fsitmg the city was and whether
it was a first or repeat visit along with the typesactivities they sought and the
areas and attractions they visited. The secondoseenquired about Covent
Garden. Similarly, it enquired whether it was atfitime or repeat visit which led

to useful data about perceptions of change in tea through the years. It also
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enquired about potential preconceptions or expgectabout it as suggested by
the literature review and their motivation to vigitas indicated by the first
research question. Their perception of place wessaed through enquiring about
what they liked or disliked the most, how they wibdescribe Covent Garden to
someone who had never been there and whether ihdeththem of any other
areas they had visited, and if so, why. Their elgpee of place was explored by
asking them what they had been doing in the areahwvas often but not always
linked to their primary motivation to visit. Theitth section of the interview
enquired about the influence of the flagship onrtperception and experience of
place. The flexible nature of semi-structured wirs proved to be especially
useful in this final section because some intereesvhad heard about the
building whereas others had not, so probe questioad to be tailored
accordingly. Furthermore, over a third of the imtews were conducted inside the
building which entailed awareness of its presendbe area. Its influence on their
perception and experience of place was exploredigfir questions related to how
important they considered it to be and in what eens

The topic guide and interview protocol are presgmelable 6.1 in the next page.
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Table 6.3- Topic guide

1. Approach visitor and provide information abdut tesearcher and aim of the

research

2. Explain matters related to recording device,afs#ata and privacy

3. Attain consent

4. Get signature on informed consent form

5. Proceed with interview as follows:

1. LONDON

2. COVENT
GARDEN

3. ROYAL OPERA
HOUSE

Is this your first time in
London?

If no, do you think it has
changed since you first
came?

For how long have you
been here?

What brings you to
London?

What kind of things have
you been doing/sites hay
you been visiting?
What have you enjoyed
the most?

Why?

What is your favourite
area or attraction in
London?

What do you like about
it?

Is this your first time in the
area?

For how long have you been
here?

What kind of things have yoy wanted to come to this area?

been doing or want to do in
this area?

Have you heard of it before?
Is it how you were expecting
it to be?
eWhy did you have these
expectations?

What do you like the most
about it?

What do you dislike about it?
Would you change anything
about it?

Did you find anything that
surprised you or you were n(
expecting to find?

Do you think this area is
different from other areas in
London?

What makes it different?
What caught your attention
the most?

How would you describe it tg
a friend who has never been
here?

Do you think it has a
character of its own?

What do you attribute this
character to?

Does this area remind you o
any other areas you have se

btWhy would you say this?

f Why do you think it's
efamous?

in London or abroad?

Have you heard of the ROH
before?

Where did you hear from it?
Was it a reason why you

Do you know where it's
located?

Have you seen it?

What would you imagine a
building called the ROH
would look like?

What do you like the most
about it? (if known)

What do you dislike about it?
Would you change anything
about it?

Do you think it's an important
element of this area?

Does it remind you of any
other buildings you have see
in London or abroad?

Do you think the area would
be the same without it?

If the ROH wasn't there, what
do you think you would find
on that site?

Have you been inside the
building?

What would you expect to
find inside?

Would you say the place is
famous?

6. Thank the interviewee for their cooperation, gralinterviewing process and
provide them with incentives (Royal Opera Housecpgnseason programmes and

In and Around Covent Garden magazine).
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6.5.Fieldwork design

In the following sections, the selection of intewkees, interviewing times and
locations and other practicalities involved in tdata collection stage are
discussed followed by a review of the pilot testichhultimately underpinned the

final fieldwork design.

6.5.1. Selection of interviewees

First time and repeat international and domestici$ts.

Rationale: The variety of backgrounds of cultural touristd andon suggests that
both international and domestic tourists visitihg airea of Covent Garden should
be included in the study. The area attracts a tyag€ visitors that range from
tourists responding to the UNWTO’s (1995jefinition of such, to domestic
visitors, Londoners that work in the area or visifor shopping or other leisure
activities and temporary migrants such as studdrasmay not be classified as
tourists but behave in touristic ways. This rededras collected data from all
these groups of visitors with the exception of undials living within the Greater
London area in order to keep the data within aisouicontext. In relation to this,
the inclusion of temporary migrants such as stuglentiebatable considering that
they may behave in touristic ways as noted abovehmy may also be studying
in the country for a period of over 6 months, whsatiould exclude them from
participating in the study because under theseumistances they no longer
belong to the tourists category by definition. Thegre included in the study
regardless of this because it was considered they tould make useful
contributions to the research considering theirietar of backgrounds and
willingness to participate as noted during the tpiést stage (addressed in further
sections). However, the length of their stay in toeintry was not assessed in
order to evaluate the suitability of recruiting riheas interviewees, which
constitutes a limitation of the study as acknowkstign the conclusions and
recommendations chapter of this thesis.

2 ‘people who travel to and stay in places outdigértusual environment for more than twenty-
four (24) hours and not more than one consecutdae for leisure, business and other purposes
not related to the exercise of an activity remuteetdrom within the place visited’
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The importance of cultural distance in experientheyarea (McKercher, 2002,
see Chapter 2) indicates that both culturally prate and distant individuals
should be interviewed to evaluate how this distaaifects their perception and
experience of place. London is characterised byigh Iproportion of repeat
international visitors, whose perceptions and eepee may differ from first time
visitors (see for example Maitland (2008), so bgtbups were also recruited as
interviewees. In relation to this, however, thatlgative studies are subject to
language considerations that restrict those who paaticipate as providers of
data. In this case, only tourists with a suitaleeel of spoken English can be
included. However, since the researcher is bilihgBpanish speaking tourists
were also recruited. In further sections, an aiatiscussion will be presented
in order to provide a clear focus and systematigr@gch to the difficulties of
cross cultural qualitative research and how theeareher approached these

challenges.

A total of 306 visitors were recruited to partidgpan the interview throughout
different locations of the area as specified irtlfer sections to ensure that wide
ranging data from a representative group of tosliisthe area was captured. This
approach can be linked to the concept of converiesampling because the
recruitment of these interviewees depended on hewalde the interviewing
locations were and their willingness to participatéhe study. Covent Garden is a
popular area that is visited by a large numbebpofists every day, which allowed
the researcher to conduct a large number of irgersvithroughout the spring and
summer months of 2009, until it was clear that pavmata was emerging from
the interviews and that the schedule determinedh®research suggested that it
was time to draw the data collection stage to ah amd begin the transcription
process, which was lengthy given the high numbeiintérviews. It is also
important to note that depending on the intervieavdkiency in the English
language and the depth of the data they providedinterviews varied in length
considerably as well. As noted in previous secti@dimitation of conducting
semi-structured interviews is that comparabilitytween data is not always

feasible. This was heavily noted throughout tha daflection stage of this study
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considering that some interviewees were willingonverse at length, leading to
substantial information in interviews that lastga to 10 to 15 minutes. Other
interviewees were less willing to develop theirwseand perceptions of the area
and the flagship, which is also reflected in therskength of the interview and in
the fact that only a limited number of interviewer® quotable in the next
chapter. The probing questions that were askeerditf considerably, therefore,
lack of comparability between interviews emergecimsssue of consideration as
indicated in the critical appraisal of the methad the conclusions and

recommendations chapter.

6.5.2. Time of interview

Throughout the day, all days of the week.

Rationale: Through direct observation, it was noted that ersitumbers tend to
increase from the morning, through the afternood o the evening. Covent
Garden has a vibrant night time economy and pedaooges in theatres
surrounding the area mostly start between 7 and. 8phnis suggested that
recruitment of potential respondents would be high¢he afternoon and evening
hours. Visitation is also higher during weekendxteptially increasing

recruitment rates. However, tourists visiting tleaain the morning and during
weekdays were also interviewed to gather a widgingnset of views throughout
different days of the day and the week.

6.5.3. Interviewing locations

Throughout a variety of locations in Covent Garden.

Rationale: A variety of interviewing locations were selectedorder to gather an
appropriate range of views provided by a suitablege of visitors. Recruitment
was higher in the mainstream Piazza surroundingnidwéet because of its variety
of leisure opportunities and concentration of aticans. However, Covent
Garden’s peripheral locations are also visited bwyrists that informed this

research with contrasting views of the area as alavand of these tangential
locations. The interviewing locations were alsoed®ined by the facilities

available to collect the data in a way that was footable and suitable for both
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researcher and interviewees, places where towr@itd sit down and talk at
length, without interruption. The chosen interviewgilocations are shown in
Figure 6.1 below with a brief rationale for thelroice which was also a result of
the pilot test as indicated in further sections.
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. Seven Dials Road Junction: This is the convergemihtpof seven
streets in the North West area of Covent Garden igcentral
monument is a popular resting area for tourists reshecruitment
proved to be successful due to the relaxed analsoaiure of the site.
. St Martin’s Lane: This peripheral site is of interéecause it is likely
to be frequented by tourists entering or leavingéhd Garden to other
nearby areas and attractions such as Trafalgarr&aguahe National
Gallery. Their reasons for entering the area owitenit for other
places offered insights regarding their tourispexience in London

and perception of Covent Garden.

. St Paul's Church: Located on the West side of Cov@arden’s

Piazza, it is a popular sightseeing spot for tasirisot only because of
the tranquillity of its back garden but for its tiag facilities (toilets

and bench seats) which allowed for successful iteceumnt.

. Throughout the Piazza: as indicated in previougtgra, the Opera
House has a subtle physical presence when vieveed fne Piazza,
which is a high profile location due to its closesdo the tube station
which makes it an entry point to the area and thecentration of

leisure opportunities such as street entertainm&mpping, eating,
drinking and relaxing around the market place. Riéorent was also
successful.

. Inside the Royal Opera House: since the aim ofgtudy is to explore
the flagship’s influence on the area’s visitors’ rqgeption and

experience of place, it was vital to interview tlgpera House's
visitors, which was most effectively done withirethuilding. Written

consent to conduct these interviews was obtaineth fthe House
Manager (see Appendix B), who provided the researchith an

interviewing desk where tourists visiting the bunlgl for its eating and
drinking facilities, exhibition, box office and shevere recruited.

. Broad Court: Located directly opposite the Royakf@pHouse’s front
facade, tourists use this location to rest arousadfamous ballerina

statue where recruitment was successful.
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6.5.4. Pilot test

In order to evaluate the feasibility of conductitige study as tentatively
determined by the initial research design, a fg#st was conducted throughout
the first two weeks of February in 2009. It was roweelmingly affected by
unfavourable weather conditions. The very few tssrithat were spotted
wandering in the area complained about the weathérin a case interrupted the
interview because of being cold and the recordiag waudible because of the
wind. In subsequent days, the weather improvedtheitamounts of ice on the
floor not only made street interviewing uncomfotéabut also dangerous. It was
expected that as the weather improved in the spand summer months,

recruitment would be more successful, which wastse.

The pilot test revealed that younger visitors weiae likely to participate in the
interview as older tourists seemed to be lessmgllio be interviewed, perhaps
because the researcher wore a University ID caudl arclipboard with the
informed consent forms, coming across as a chaotker. Cultural distance also
emerged as an issue of consideration as only orn&nAssitor agreed to be
interviewed. On the other hand, it was also noled tourists approached in the
Spanish language seemed to be more interestedticieating. These issues were
taken in consideration in subsequent stages of dataction as the researcher

endeavoured to recruit a balanced mix of interviesve

Another consideration resulting from the pilot tesgarding cultural distance was
that the researcher needed to evaluate carefudiytdbrist’'s proficiency in the
English language, as some interviews lacked substadue to insufficient
language skills by the interviewee. This was adiff task because in some cases
tourists were approached and agreed to take p#reiresearch but it wasn’t until
the interview started that their low level of Esylilanguage skills was evident.
Therefore, a casual chat to evaluate the poteinti@tviewees’ proficiency in the
language was included as part of the research qobtdlevertheless, and as
acknowledged in the limitation of the study sectiohthe conclusions and

recommendations chapter, a large proportion ofvrge/s did not yield rich data
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because of the interviewees’ inability or unwillimess to develop their views in

length.

According to the University of Westminster's Code Rractice Governing the
Ethical Conduct of Investigations, DemonstratioRgsearch and Experiments
(2010); attaining written informed consent from tparticipants may not be
necessary in certain Class 1 types of work (p.G)rotighout the first two
interviewing sessions, the researcher obtainegdnicipant’s written consent by
getting them to sign the form; but observed thatesavere intimidated by this as
they did not want give any personal details likeithast names, cities where they
live or signatures. Considering this, it was detasad that by participating in the
interview, the interviewee automatically granted thsearcher their consent to do
so, and the consent form was filled for socio derapliic monitoring purposes

only.

The low quality of some of the interviews conductedhe pilot test stage could
be attributed to unfavourable climate conditionst blso to the experimental
nature of the pilot testing stage. As the dataectitbn stage progressed the
researcher’s interviewing skills and confidence riowed along with the weather
and it was recommended that the volume of intersiemas considerably

increased by two or three times per day rather thanl7 that were attained for
the pilot study, leading to a total of 306 intewvees in total exclusive of the pilot
test. The offer of gifts as incentives to take parthe research proved to be an
effective strategy to engage older interviewees a¢sulted from the pilot test
stage along with the inclusion of memos documentirgmost relevant parts of
the interview as specified in the data analysistisecbelow. Finally, the

interviews conducted during the pilot test stagggssted a series of probing

guestions that were later applied in the data cttla stage of this research.

6.6. Language considerations: Cross cultural quakitive research
As mentioned above, both English and Spanish spgd&urists were recruited to

take part in this study considering that the regearis fluent in both languages.
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Nevertheless, it wasoted that interviews conducted andifferentlanguage are
subject to translatioand interpretatiomssues that should be carefully assesse
order to preserve the legitimacy of the data oletirit is indeed an interestil
observation that very scarce literature exists toa subjectappliec to tourism
research, which iperhaps one of the fieldsat requiresa very strong conceptu
framework on thisnmatter the mos For this study, 50 Spanish speaking toul
were recruited to participate in the interview, resenting 16% of the samp
whereas a much higher 84% of the sample (256vieteees were interviewec

in English as graphically represented in Figureb@®w

Figure 6.2 - Distribution of interviews conducted in English andSpanis
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There is a significant difference between the nusloé interviews conducted
English and in Sgnish, with the former being much higher than tatet.
However, it has been determined that considerirsgieis in cross cultur
qualitative studies would strengthen the discussainthe methodologice
approach adopted for this study. As noted throut the pilot test stage of tl
study, Spanish speaking tourists seemed to be wibieg to be interviewed an
cooperative throughout this process, which urgedrdsearcher to capture d
that was representative of the visitors in the amesulting ir him avoiding

interviews conducted in Spanish at certain timédsgs Tan be related to the fe
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that Spain and South America only constitute twdhef other continents to be
considered to attain a representative sample, b#iagrest of the interviews

conducted with tourists from other parts of the lbam the English language.

As indicated above, language considerations hawn hender researched in
tourism studies, and although the number of ingwvgiconducted in Spanish only
amount to 16% of the sample, it is important teedmine a suitable and informed
approach to interviews conducted in a differenglaage than the one the research
is being written in. Therefore, the following sects present a detailed account of
issues and concerns that arise as a product oficting cross cultural qualitative
enquiry in order to ensure the validity of the dafatained throughout this
research’s fieldwork considering the multicultusalckground of the interviewees.
In brief, these issues are mostly related to:

* Translation problems (Edwards, 2008 in Squires, 820Qvhen the
intervention of translators affect the trustwortése of the data.

» Contextualisation (Squires, 2008; Lopez et al.,, 00when the
interviewee fails to understand the context of ¢bacepts that are being
covered by the researcher.

» Alteration of meaning (Lopez et al., 2008): whee thanslation process
disregards specific meanings of terms that may \geatly from one
culture to another regardless of them being usezbnversations held in
the same language.

* Regional variations in use of language (Lopez at 2008): when the
researcher fails to identify the implications oé tthata obtained because of
either the differences mentioned in the former poinbecause of heavy
accents that may confuse the researcher.

» Creating rapport between the researcher and tlevietvees. Due to
cultural differences, the manner in which the red®ar approaches and
addresses the interviewee could possibly resuliniimidation for the

latter.
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It is interesting to note that contextualisatiofteration of meaning, regional
variation in use of language and creating rappetivben the researcher and the
interviewees are all issues that might also beemteshen conducting interviews
in English when this is not the interviewee’s natlanguage (native German or
French speakers for example). This suggests tigahdt good research practice to
assume that interviews conducted in English are sufiject to cross cultural
considerations and that the only division that banrmade between the nature of
the data collected in terms of language refersfterdnces between English and
Spanish alone, given the multicultural backgroufdhe sample. Therefore, the
material presented in forthcoming sections is alseful for the study in terms of

how to collect and handle data that is subjectés<cultural considerations.

The challenge of what has been referred to as ausral studies in academic
literature relates to the conversion of meaningsnfrone language to another.
Lopez et al. (2008:1729) define these studies astsmpt to understand how
individuals from various cultures or backgroundscpe/e their situations and act
in their own worlds within their own cultural comté This definition confirms

the need to include these cross cultural considesin tourism research as it is
concerned with the understanding of people’s behayi perceptions and
experiences outside their normal place of residemzter the influence of their
own cultural background. Supporting this concerthat researchers often fail to

recognise this issue as an important limitatiothefr studies (Lopez et al., 2008).

In relation to this, Squires (2008:2) indicatesttHanguage barriers between
interviewers and participants present significargthodological challenges for
researchers undertaking cross language qualitativdies’. On the basis of this
statement, the author makes an overview of langoagsiderations in qualitative
research aiming to make relevant methodologicabmenendations in order to
reduce data distortion to a minimum in the tramstatprocess. The author
indicates that the ongoing forces of globalisatstrengthen the need to include
these issues in social research. Although his sisidyndertaken within a health

and nursing context, his findings are transferabléourism research because as
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the author highlights, the level of data distortiorentioned above can be
measured according to a set of ‘trustworthinesandards. As indicated by
Edwards (2008), ‘inconsistent or inappropriate afdranslators or interpreters
can threaten the trustworthiness of cross langugggitative research and
subsequently, the applicability of the translatesidihgs on participant
populations’ (cited by Squires, 2008:2). This gstaat implies that the
intervention of third parties to mediate between ibsearcher and the interviewee
constitute a critical element to focus in ordernbinimise data distortion, or
trustworthiness as mentioned by the latter autimothis sense, the present study
did not make use of any mediators between thevieisees and the interviewer
to either translate or interpret the data obtaisdhe researcher is fluent in both

languages considered as valid to conduct the iletes/

In order to systematically tackle with the methadptal challenges that cross-
language qualitative studies represent, Squire@82proposes that there are four
key strategies to be observed should the qualdyrehness of the data processed
in a foreign language is to be preserved throughtimaittranslation process. The
first of these key points is conceptual equivalenghich according to Jandt
(2003) means that ‘a translator provides a tecligieaad conceptually accurate
translated communication of a concept spoken bysthey’s participant (...)
when a poor translation occurs, the researcher mogg the conceptual
equivalence of or find the meanings of the paréioig’ words altered because of
how the translator performed the translation’ (é#dc by Squires, 2008:2).
Conceptual equivalence was not a problem facedisystudy as the researcher
was able to understand the interviewees’ statemeritsth Spanish and English
regardless of heavy accents that made the tratisoriprocess arduous but not
compromising the integrity of the data obtained. Ba other hand, the author
observes that often the best possible wording alagahg of thoughts and
impressions of the interviewees cannot be fullypgtated without altering their
meaning because there are no equivalent wordsrasgdh in the target language
to entirely express the original concept. In thegeations, the author (p. 3)

affirms that ‘providing a conceptually accuratensiation involves translating the

149



Methodology, Method and Data Analysis | Chapter 6

concept conveyed in the sentence, the incorporaticubject matter knowledge,
and the integration of their local context knowledgto the translation process’.
This statement suggests that whilst literal traresteof words or phrases may not
be possible, accurate contextualisation is a vaflidans to overcome this
difficulty. And that this contextualisation can battained by an ample
understanding of the research area, which has &iaimed for this study by an
extensive literature review of a variety of topretated to this research area and
case study (Chapters 2 to 5).

The second key element in these series of stand@ardgcurate cross language
gualitative research is the observation of the slegor and interpreter’'s
credentials. According to Squires (1998), both endidils and experience of the
mediators between the researcher and the intergi®@ae have an influence that
will manifest itself heavily throughout the codipdase of the research and the
recognition of emerging themes, threatening thebgity of the study. Squires
(2008:3) suggests that a reliable translator can identified when they
‘demonstrate the ability to communicate betweenglages using complex
sentence structures, a high level of vocabularythadbility to describe concepts
or words when they do not know the actual wordmape’. Considering that the
researcher has completed primary, secondary arftehigducation degrees in
Spanish followed by postgraduate studies in Engliskkan be implied that he

responds to this profile, resulting in accurategtations of the data obtained.

The third element to consider is the role of tlamstator or interpreter during the
research process. The author indicates that it gg@mount importance that the
mediator between researcher and subject of reseatdrstands and agrees with
the theoretical and methodological approach adof@bduld this not be the case,
the nature of the data obtained will be negativeflyenced, as this mediator not
only acts as a connecting point between reseamterinterviewee but in some

way, they also act as a producer of data. In oelat this, the researcher himself
will undertake this role, safeguarding the adoptdrone single methodological

and conceptual research approach.
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The final elements on this set of considerationgrimss language research are
issues related to qualitative approaches. Squa@33) suggests that data obtained
in different languages should be handled with paléir care as minor details,
namely subtle remarks or regional slang may conthey concepts that the
researcher needs to identify but can be easilyifosie translation process. As
with the other key elements reviewed above, theameher's expertise in the
Spanish tongue suggests that the data obtainedeavifanslated meticulously and
constantly observing the preservation and unveibhdpnidden meanings; which
again constitutes a strength of this study. Squi@308:9) concludes that
‘researchers can improve the trustworthiness ofr teudy by paying close
attention to how they describe the identity ane raf translators and researchers
in the study’. Therefore, because the same persbbewvundertaking this role, it
is assumed that the translation process from SpamiEnglish will not distort the
data obtained but will benefit the study as theural background of the sample
will be broadened by including Spanish speakingists!

All these considerations link to the investigatiandertaken by Lopez et al.
(2008:1729), who state that ‘cross cultural quilita studies conducted in
languages other than the investigator's primargulage are rare and especially
challenging because of the belief that meaning telwis the heart of qualitative
analysis- cannot be sufficiently ascribed by anestigator whose primary
language differs from the study’s participants’.isSTBuggests that because the
researcher’s primary language is Spanish, inclu@pgnish speaking tourists in
this research will not only result in broader ctddurepresentation of respondents
but also guarantees high fidelity in data intermtieth. And more interestingly, the
data collection stage has generated a series wéblal findings related to cultural
distance, which were consistently gathered througkrviews conducted in
Spanish and translated without losing their mearfiugthermore, this conceptual
framework in terms of cross cultural studies hals® grovided the researcher
with an awareness that interviews conducted in iElngare also subject to

language considerations when this is not thevrgeee’s native language.
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6.7. Data analysis

Denscombe (2007:247), referring to qualitative dptaposes that ‘the process of
analysis involves the search for things that libibe the surface content of the
data —core elements that explain what the thingnd how it works. The
researcher’s task is to probe the data in a watyhbkps to identify the crucial
components that can be used to explain the nafube dahing being studied, with
the aim of arriving at some general principles tbat be applied elsewhere to
other situations’. The author argues that the takkcollecting the data, as
demanding and time consuming as it may be, is Hygtie process of informing
the research with enough material that has thenpatef giving an answer to the
research questions and overall aim of the studywd¥er, once this is
accomplished, the researcher’s challenge condistdéenpreting such information
in a comprehensive, exploratory and thoroughly isitjue manner; so that no
potential finding is overlooked. In relation to &sng and interpreting data in
gualitative studies, the author (2007) indicatest tjualitative research tends to
focus on words and/or visual images as the subggatsaluation and has suitable
applicability to small scale studies implying inveiment on behalf of the

researcher who responds to a research design aptsadholistic perspective.

Out of all these notions, the latter two are oftipatar interest. The concept of
holism suggests that a body of knowledge is bettptored and understood when
all of its constituting elements are taken intocacd as a whole rather than
focusing on just one or the sum of its individu&neents. In this sense, a
particular phenomenon can be studied more thorgughkn the interaction and
relationship between its elements is taken intooast On the other hand,
Denscombe (2007) also indicates that interpretatg th qualitative studies tends
to engage the researcher more personally, to whemefers as the ‘crucial
measurement device’, indicating that ‘the researsheself (their social

background, values, identity and belief) will haaesignificant bearing on the
nature of the data collected and the interpretatioh the data’ (p.250). This

imposes a challenge for the researcher, consigiingnaintaining a balance
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between the indicated personal background andrdreefwork, theoretical and

methodological, adopted for the study.

The author (2007) also suggests that four basiciples should be taken into
consideration when analysing qualitative data. €regs:

* That the findings drawn leading to any conclusionsecommendations of
the research should always be evidence based, iserdl\d linked to the
data collected to support their validity. All fimdjs presented in the next
chapter stemmed for the interviews themselves aedsapported by
excerpts from the interviews to validate them.

e That an exhaustive and thorough reading should ibengto the data
before it is explained, to ensure a correct undaihg of the nature of
such information. This principle can be relatedhe transcribing process
of the interviews, which provided the researchethvain initial overview
of the nature of the data obtained before the amalyas made.

e That the researcher should at all times refrainmfrallowing
preconceptions, presumptions or any other extraneouerpretive
elements into the process of analysing the datnsoire that the findings
are not biased. The researcher has endeavouredvdid any bias
throughout the data analysis stage through an sxikialtexploration of the
social constructivist approach adopted for theystud

e That an iterative approach should be adopted timawuigthe course of
interpreting the information, where the researdleéers back to the data
along the process of formulating theories or cotgefs indicated above,
the findings presented in the next chapter are aigpg by evidence
directly extracted from the bulk of the interviewshich illustrates the
iterative nature of this process.

Following Denscombe’s (2007) approach to the preadsanalysing qualitative

data, this study has followed the steps presentddwbthroughout the data
analysis stage:
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1. Data preparation: Once the data has been colledtad, important to
suitably organise it to allow the researcher toeascit easily and work
with it in a structured manner. Firstly, making kag copies of all
gathered materials is important due to irreplacealaiture of this type of
information. Secondly, the data should be standaddand gathered in a
consistent format. Thirdly, the data preparatioagst should allow the
researcher to take preliminary notes and commaatanight be useful for
subsequent analytical stages. And finally, a semaber should be
assigned to each unit of information to allow fier arganised storage and
future access. Under these guidelines, the datpamion stage was
conducted for this study as follows: backup copt#sthe recorded
interviews in mp3 format were stored both onlinel @am CD-ROM. The
standardisation of the data consisted of the trgpigmn of these audio
files resulting from the interviews in one singlerhat; they were also
stored electronically and printed in paper. Bo#ctabnic and hard copies
allowed for the researcher to make notes, highlightagraphs and
produce memos as the analysis process developedieated in further
sections. Finally, each interview and informed @misform with the
interviewee’s socio demographic data was assignedda denoting the
day the interview was conducted and the intervigwlimcation; which
ensured that any given interview could be iderdifend located easily
from the files database.

2. Data familiarisation This stage consists of the process of readingrend
reading the data collected. Denscombe (2007) recamdm a parallel
process of cross referencing this data with fieltes taken throughout the
data collection stage, which is helpful to underdtavhat is being read ‘in
context’ and to relate this information with thesearcher’s thoughts and
ideas as the data collection stage progressed.ddeaegues that the re-
reading process should not be a mechanical taskalsot a quest for
unveiling what is ‘between the lines’ and uncovélden meanings or
subtle messages that may not be apparent fromfsuglereadings of the

text. This research has ensured familiarisatiorn \ilie data through the
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transcription process of all 306 interviews; whialas a lengthy and
demanding task that helped the researcher to fams#i himself with the
nature of the data collected and allowed for aipiakary process of cross
analysis with field notes taken throughout thedirabrk phase as indicated
in forthcoming sections. However, it should be dotieat the interviews
were thoroughly reviewed after transcription t@ailfor an analysis.

. Data interpretation: This stage will be addressed the section
corresponding to the approach adopted for the @calystage of the data
below.

. Data verification: Denscombe (2007) emphasises ithportance of
making the researcher’s work ‘believable’, so itngperative to seek ways
to demonstrate that the findings of the study al&l\and accountable. For
this purpose, the author proposes four bases dication:

e Validity, which refers to the precision and accyracf the
information that is being taken as primary sourteata for the
research. This can be accomplished by trianguldtiefgrring to
other sources of information to corroborate thempry) or by
validating the information by referring to the ongl source. In
this research, the findings are supported by etsrstemmed from
the original source (the interviews themselvesyatidate what is
said in the next chapter.

* Reliability, which evaluates the extent to whicle tresearcher’s
involvement may have affected the nature of thelifigs, and
whether these findings would have been the sarnieittudy had
been conducted by someone else. It is suggestedrireudit trail
consisting of a detailed account of how the rede@rocess was
conducted informing the examiner of all decisioresdm and what
led to such research design strengthens the iélyati the study.
The present chapter aims to serve as an audifaraihis purpose,
as it covers issues related to the methodologjgatcach adopted,
the method chosen, the research and fieldwork desig how the
data has been analysed.

155



Methodology, Method and Data Analysis | Chapter 6

* Generalisability, which questions the broader ayaility of the
findings. The author suggests that this issue @maduressed by
clearly defining the limitations of the study andakiating the
scope for further research, which are issues asehesn the
conclusions and recommendations chapter of thEgshe

* Objectivity, concerned with the extent to which tlesearcher’s
values and beliefs influence the process of in&tipg the data.
The author recommends that the researcher’s pdrgahses and
background should either be put aside in the daddysis process,
or they should be acknowledged as playing a rol¢his stage.
This work adopts the former approach as the reseaadheres to
the conceptual framework established by the liteeatreview to
prevent his beliefs and values from affecting tinalgsis of the
qualitative data that has been gathered to ansherreésearch
guestions.

5. Data representation: As discussed above, the ugsderfiew extracts is
the way in which qualitative data of this naturesfgectively represented
as they constitute the evidence base of the firsdimgde. This is the
approach adopted in the following chapter that gmes the evidence
analysis supported by direct quotations from theruiewees either in the
chapter itself or included as appendices. The wwayhich the data has

been analysed leading to these findings is disduss®w.

6.7.1. Approach to data analysis

Hall and Hall (2004:150) point out that ‘qualitativresearch is about

understanding the world of the subjects, listerimgheir voices, and allowing

those voices to be heard in the analysis and tpertteThis means that the
researcher will want to analyse the informatioteirms of the ideas, concepts and
words used by their subjects, rather than, or dsasethose the researcher thinks
are important’. In this sense, it is important wenthat although the research
design has been underpinned by the issues higbtighy the literature review as
topics of interest for the research area, the nfainis should be on what the
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interviewees have said and the potential of idgimigf emerging patterns of
thought. The authors also indicate that in ordeensure valid representation of
the data, it is necessary to use direct quotafiams the interviewees to illustrate
the concepts that are being developed as a rdsihié alata collection. This is the

approach taken to present the findings in the deapter.

Hall and Hall (2004) also agree with Denscombe @206 that the researcher’s
tasks after collecting the data are to organisa & manner that is suitable for
analysis via transcription of the interviews ensgrihat these are accurate and
consistent. They must then code this informatioth estegorise the codes, which
entails identifying patterns of social thought azategorising those themes that
are recurring in the body of information being ased. This process, referred to
by Babbie (2004) as ‘content analysis’ is concded as ‘the process of
transforming raw data into a standardised form. dontent analysis,
communications — oral, written or other - are codedclassified according to
some conceptual framework’ (p. 318). Babbie (208¥p makes a distinction
between coding of manifest content, where word iogrand the surface aspects
of the data collected are being analysed; or latentent, which involves a deeper
analysis where hidden and underlying conceptsaurghg. This study has adopted
a latent content approach as it focused and isezord with a deep understanding
of the interviewees’ views through the analysishef interviews’ transcriptions.
Phelps et al. (2007) argue that the approach dgivejualitative data analysis will
derive from the epistemological and methodologigasitions adopted. In this
case, the social constructivist approach suggestsong focus on the individual,
and indicates that whilst content analysis may l®@wuseful guidelines to analyse
the data, a theory-building approach is also hélpiuthis purpose. This approach
‘allows the researcher to seek connections withen data and aim to arrive at
theories to explain the connections (...) analysisimvolve determining whether
the data possess discernable structures or wheitksr exist between/among
categories, with the purpose of making proposificstatements or assertions
regarding the underlying principles’ (p.209). Theedretical framework of this
research focuses on three fundamental elementshvene the tourist, the area,
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and the flagship. In this sense, it is importanprtovide an understanding of how
these three elements relate to one another ardktdifly the links between them
to understand how the flagship building affects pleeception and experience of
place in Covent Garden in the tourist’s view. Tleme, the exploration of these
links can benefit from the adoption of certain edets of the theory-building
approach as suggested by Phelps et al. (2007)aitm®rs postulate four basic
steps to adopt this approach which were appliezutitrout the data analysis stage
of this study:

1. Identifying themes, patterns and/or ‘hidden’ megsinn the transcripts
(latent content). This was done through an exhamisteading of the
interviews that led the researcher to identify ¢heatterns in terms of
what affects the perception and experience of tha as presented in the
next chapter.

2. Annotating thoughts about the meaning of what wagl. sAlthough
extensive field notes were taken throughout tha dallection stage, these
were also generated as the process indicated alevetoped.

3. Extracting relevant pieces of text that represenatws being postulated
(meaningful units). These pieces are the ones ueedlustrate the
findings.

4. Adding the extract to wider categories using thdirng and categorising
scheme, as noted by Denscombe’s (2006) in relatiacontent analysis.
The themes identified were assigned to wider categaelated to the
interviewees’ motivation to visit the area, theargeption and experience
of place, and how the flagship influences this peses; which is evident
in the structure followed in the evidence analg$iapter.

The last step of this scheme suggests that theaerésemblance between both
content analysis and the theory-building approddterefore, they both make a
useful contribution to this study by providing gelithes related to the analysis of

extensive qualitative data.
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Finally, and considering the wide range of appreadan can be adopted in the
task of analysing qualitative data, Bryman (200r9ppses the notion of narrative
analysis, which according to the author (p.412p‘term that covers quite a wide
variety of approaches that are concerned with &daech for and analysis of the
stories that people employ to understand theirsli@ad the world around them
and (...) people’s sense of their place within evamis state of affairs, the stories
they generate about them and the significance ofegb for the unfolding of
events and people’s sense of their role within th@imis approach is compatible
with the epistemological stance of social consivigh as it gives a clear
emphasis on the individual and their account of hewality is constructed by
them. Similarly, Bryman (2007) refers to Riessm&004), who identifies
thematic analysis as one of the models entaileddssative analysis. This model
focuses on ‘what is said rather than how it is 'saiid the identification of
emerging themes throughout the data, which is pcach this investigation
adopted as suggested by most of the positionswedi@bove. The identification
of emerging themes and coding is a key aspect afitgtive data analysis as
agreed by all these approaches, and because thaésg provide the themes that
will be the subject of analysis in the findings ptea of this research, it is also
appropriate to include thematic analysis as a jpostonsidered in the process of

analysing the interviews.

6.7.2. Coding as an essential task

An interesting observation of these instances ésithportance assigned to the
task of coding the data, referred to by Bryman &£008) as ‘the starting point for
most forms of qualitative data analysis’, ‘the kpsocess in the analysis of
qualitative social research’ (Babbie, 2004:376) asd‘an integral part of the

analysis, involving sifting through the data, maksense of it and categorising it
in various ways’ (Darlington and Scott, 2002:149he latter two authors

highlight that coding essentially consists of fimglipatterns of social thought
amongst a body of qualitative data. Likewise, Mikesd Huberman (1994:56)
define codes as ‘tags or labels for assigning wiiteeaning to the descriptive or

inferential information compiled during a study. dés usually are attached to
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chunks of varying sizes —words, phrases, sentengeswhole paragraphs,
connected or unconnected to a specific settingy Tdan take the form of a
straightforward category label or a more complee’ofas cited by Jennings,
2001:198). Arksey and Knight (1999) argue that thcess of meaning
assignment to qualitative data is the result ofdbmbination of the frameworks
provided by the researcher’s own self, the resedesign, the conceptual grounds
established by the literature review and the dataioned itself. The authors also
stress the strong presence of coding in the appbrkacwn as grounded theory,
and agree that it consists of identifying similaays of thinking made evident by
the data collected, and grouping such patternsmilas categories supported by
guotations in form of extracts taken from the imtews themselves. This
approach was applied throughout the coding stagieeoflata collected, but unlike
the guidelines provided by grounded theory, anrestie literature review was

conducted before the data collection stage.

Bryman (2004) formulates a series of directived thare adopted in the task of
coding the interviews. These are:

« Doing it as soon as the data collection processcluded and
complementing it with fieldwork observations andhatations,

* Doing it reiteratively and allowing the researctiergo back to texts
already coded in search of new themes, introducimaye theoretical
content in the conceptual framework as the codnoggss may reveal new
topics of consideration, and

» Separating the tasks of coding and analysing attheer should be done

first.

In a more broad sense, Robson (2002:457) refefggoh (1990) and argues that
‘qualitative researchers are concerned with theradhteristics of language, the
discovery of regularities, and the comprehensiothefmeaning of text or action
and reflection’. That has been the approach addpteshalyse the data collected.
The authors also highlight Miles and Huberman’s9@)9notions about coding

and suggest a set of common features of qualitd@ae analysis, proposing a list
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of actions entailed in the analysis of qualitatdlega, or what they describe as
‘analytic moves’. These have been applied to aealyse data collected as
follows:
» Assign codes to the information.
* Produce what other authors refer to as ‘memos’clwhare reflections and
observations made by the researcher throughodieideork.
* Review the data, searching for common themes atterpa of thought.
» Elaborate theories and concepts based on the temdss found
throughout the data.
* Link such consistencies with the theoretical frarodnestablished before

the data collection stage.

The task of coding is widely addressed by existitggature related to grounded
theory. Whilst such theory is not regarded as elytirsuitable for this
investigation given that a review of secondary malepreceded the data
collection stage, it provided useful guidelines fbe task of coding this data.
Robson (2002:493) maintains that the aim of grodrttieory analysis is ‘to find
conceptual categories in the data, to find relatigqos between these categories,
and to conceptualise and account for these rekdtipa through finding core
categories’. This suggests that the approach tongdtat was applied in the data
analysis stage of this study incorporated elemehtgrounded theory. On the
other hand, Hall and Hall (2004) relate the taskcading to other approaches,
such as that of thematic and narrative analysigfirtoing the suitability of
adopting useful elements of different approachegualitative data analysis for
the optimal interpretation of the data obtained ttws study. Because, as the
authors (p.155) point out, ‘codes (are) used tatiiethemes mentioned by the
interviewee that seem to the researcher to beestiag, significant and indicative
of the meanings of the situation held by the subj@&tis suggests that the task of
coding provides an appropriate balance between shsdid by the interviewee
and the researcher’s interpretations, which has lie®rmed by an extensive

literature review of the topics explored. The tadgkcoding was done through
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computerised qualitative data analysis softwareRQ8Vivo), and a detailed

account of how this was done is specified in theesponding section below.

6.7.3. Field notes as complementary sources of data

As noted before, the data analysis stage has elsal ron field notes generated
throughout the data collection stage. Jennings (2@8) indicates that ‘memos
serve to assist the researcher throughout the sisglizase. Memos can record an
observation, a reflection or a comment to pursuewa direction of question or
data collection/analysis. Memos can also recordeareka’ discovery —an
unexpected finding or concept arising during figidd analytical work’. This
indicates that as the data collection stage pregeesit was helpful for the
researcher to record thoughts and reflections oat was found. These memos
were generated throughout the fieldwork stage. Birynf2004) recommends
generating memos in view of the frailty of humanmeey which could lead to the
dismissal of useful thoughts resulting from theldfreork as a result of not
recording them. The author makes a distinction betwmental notes, jotted notes
and full field notes, according to how approprigtas for the researcher to
generate them throughout the interview. Howevenaed by the author, human
memory cannot always be relied on. In this sergg,research has dismissed the
first category of memos, and because of the unsivEunature of the research,
full field notes have been generated freely buteahe interviews were conducted
and the interviewees were debriefed. Adding furttiepth to the type of field
notes to be taken, Babbie (2004) refers to Strand<Corbin (1990) and identifies
more categories, suggesting that they can be coigs,nwvhen the codes are being
identified as the data is being collected; theoattinotes when they are
observations related to the conceptual framewaidbéshed before collecting the
data; or operational notes, when they observe ssgelated to the method or the
approach adopted. The field notes generated far gthidy respond to all three
categories as they focused on issues related tihé¢loeetical framework, what the
interviewees said and the methodological approAdditionally, Babbie (2004)
also proposes that these field notes can also draegital memos when they

inform very broadly of the topic that is being istigated, sorting memos when
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they suggest patterns of thought identified and mmalp in the task of creating

categories and associations between codes, oraititggy memos which provide a

logical association between the latter two. The w®enerated also respond to
these three categories as they focused on the itgpeif and the links between

findings.

Appendix C includes two examples of how field notese generated throughout
the data collection stage of this research. Asceted in the limitations of the
study section of the conclusions and recommendatatrapter of this thesis, a
more reflective approach to generating field natesld have been used to help
the researcher develop ideas and themes on the &lthe nature of the memos
generated is brief. Nevertheless, they helped ¢searcher highlight important
issues from each interview, which was useful thhmug the initial coding stage
of the data analysis. The first field note includadAppendix C, for example,
highlights that the interviewee noted that touristay play a detrimental part of
his experience of Covent Garden, but they are gooitant element of the area’s
atmosphere. The field note also highlights that ititerviewee made remarks
related to the quality of street entertainment,ohis discussed in the evidence
analysis chapter of this study. On the other h#malfield note also highlights that
in the interviewee’s opinion, the area ‘feels likedestination’ rather than a
‘passing through’ area; and asserts that attendimmerformance at the Royal
Opera House does not only entail watching a showetwis highlighted in the
memo. The second example of a field note gener#tealighout the data
collection stage highlights that the intervieweeeslonot dislike tourists
themselves, but overcrowding that comes as a rekhigh levels of visitation is
not something that he enjoys about the area, wisialiscussed in the findings
chapter. Likewise, the field note reminded the aedeer that the interviewee
asserted that age influences the way in which Co@anden is experienced by its
visitors and that the area has a strong commeseieior but the Royal Opera
House’s cultural input to the area is also impdrtarthe view of the interviewee.
As stated above, highlighting these issues in dembrmemos helped the

researcher remember important aspects of eaclvieweas they were analysed.
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The second field note also exemplifies how therui¢svee’s opinion in relation
to Royalism and glamour associated with the Roypker@ House could be
contrasted with another interviewee’s opinion diato exclusivity and access to
the House. However, these field notes did not erfe the main themes, as these
derived from the literature review, research questi the topic guide and

emerged from the data itself as indicated in furdestions.

Field notes were useful to record initial thougdmsl to highlight important issues
raised by each interviewee right after the intemg@ewere conducted, which
helped the researcher capture and record “fresiféct®mns of each interview.
However, it is important to note that their natigdorief and their purpose was to
summarise rather than to analyse. Therefore, altihdield notes were used to
support the data collection stage and to aid inethdence analysis, they did not
influence the main themes nor did they includeradapth reflection of the points
highlighted, which is recognised as a limitatiortloé study but provides scope for
enhancing the use of memos and field notes ascdééation tools.

6.7.4. Computer assisted qualitative data analysis

Bryman (2004:417) asserts that ‘one of the moshiignt developments in
gualitative research in the last twenty years ésdimergence of computer software
that can assist in the use of qualitative datayarsl Silverman (2000) discusses
the advantages of using such software and indithédst can help the researcher
in speeding the process of handling large amouhtdata and it enhances the
rigour in which the information can be analysedkewise, Phelps et al.
(2007:210) summarise the benefits of using compassisted qualitative data
analysis software by stating that ‘it is designedcifically to meet the needs of
gualitative researchers (and) essentially supptres coding, categorisation,
organisation and retrieval of data, providing erdeahflexibility and helping you
to manage notes or memos made during your analyssshoted before, field
notes taken throughout the data collection stage ba useful for the
interpretation process of the data analysis pro@ss existing software can also
integrate such memos within the same analyticatfqula as the interviews
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themselves. The software QSR N*Vivo was dentifisdaauseful tool to support
the needs that this study required given the amofinhterviews conducted.
Therefore, after transcription, all the interviewsre uploaded in the program
which facilitated the tasks of analysing and coding

Robson (2002) affirms that other advantages ofgufiis type of software include
the provision of an organised single location gieraystem for all the data
collected, providing easier access to the inforamtfacilitate handling of large
amounts of information, and help in the task of eleping consistent codes.
However, the author also points out that theredesadvantages in using software
to analyse qualitative data, mostly referred to rieed to undertake training to
make full use of its capabilities. Dey (1993:55ahighlights the limitations of
relying on computers by stating that ‘computers danmany things, but they
cannot think (...) that also means the thinking igaps. A computer can help us
to analyse our data, but it cannot analyse our’ das quoted by Jennings,
2001:212). In this sense, it is important to essalthat the software available has
been useful for organising the data and facilitaccess to it. Nevertheless, the
data analysis stage was underpinned by the theaké&tamework established and

the researcher’s analytical skills.

6.7.4.1 Praxis

As indicated above, it is recommended that theareber undertakes thorough
training in order to make full use of the variefyteols and functions featured by
computerised data analysis software. Whilst thisildednave been helpful for the
researcher to understand the full capabilitiehefgrogram, the research schedule
was tight considering that four months were invéste collecting the data and
that the transcription process was lengthy given tlilgh number of interviews
conducted. Therefore, only the most basic funct@@SR N*Vivo were used in
the process of analysing and coding the data, wisclacknowledged as a

limitation of the study in the conclusions and macoendations chapter.
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QSR N*Vivo was not the only software used to prepand analyse the data.
Once the data collection stage was drawn to antBedaudio files containing the
interviews’ recordings were uploaded to Expressb®cin order to facilitate the
transcription process. An example of how this waselis included in Appendix
D.1. These transcriptions had several typing medand Express Scribe is not a
helpful tool to identify and correct them promptkherefore, they were exported
as MS Word documents where mistakes were spottddcamected. This stage
also helped the researcher to further familiarisesklf with the data as indicated
before. Once all the interviews were transcribéetytwere uploaded to QSR
N*Vivo resulting in an accessible database wheh eaterview could be easily
located and accessed as illustrated in Appendix D.2

The task of analysing the data consisted of twgestaln the initial coding stage,
Covent Garden (CG) and the Royal Opera House (R@#t# treated as Nodes in
N*Vivo, and subfolders were created for these na@diecting an initial set of
categories as illustrated in Appendices D.3 and. Dlese categories derived
from the theoretical framework established by ttexdture review on the basis of
the overall aim and research questions. Hencdptirest's motivation to visit and
perception and experience of place determined ttetegories a-priori. Likewise,
the influence of their nationality and age in thpsecesses also determined these
categories as suggested by the literature. Thésgarées were also influenced by
the literature reviewed in Chapter 3 in regardsutioan areas for tourism and
culture and their place making elements (‘shoppeud ‘busking/performance’
for example). On the other hand, as the interviewese coded, emergent
categories arose (‘weather’ and ‘time of visit’ forstance). Other categories
derived from the probing questions asked and pteden Table 6.1 (‘Different’
and preconceptions about the area for example)reldre, the initial set of
categories derived from the literature review, agsle questions, the topic guide
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and emerged from the data itself. This initial eétcategories is presented in

Table 6.2 below, which is directly derived from ttetegories illustrated for both

CG and ROH in Appendices D.3 and D.4 respectively:

Table 6.2— Initial set of categories

Age Experience Preconceptions
Accidental visitors Garden Relaxation
Areas Heard of Shopping

E Busking/Performance Image Similar to

% Cobbles Liked the most Smallness/Streets

% Crime/Drugs Motivation Socialisation

é Different Nationality Time of visit
Dislike Pedestrianisation Weather
Eat/drink People
Evolution Perception
Access Exhibitions Name

'c-})J Age Fame Nationality

é Been inside Heard of Perception

% CG Without Hidden Personal

% Background

g Change Image Quality first

8 Contrast with others Importance Relationship  with
English Asset Motivation ¢
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The categories established for ROH also derivenh fiive research questions, the
literature review, the topic guide and emerged fithin data itself. Appendices

D.3 and D.4 also illustrate how data could oftendoeled in more than one

category. For example, an interviewee in Appendi8 Defers to the area’s

commercial sector and its built environment tositate his perception of place,

and associates this with his nationality. Therefdhes data was coded in the
‘Nationality’, ‘Perception’, ‘Shopping’ and ‘Smalkss/Streets’ CG categories.
Similarly, Appendix D.4 illustrates how an interwiee was asked how she would
think the area would be like without the Opera Hous it, and her response

indicated that that although the Royal Opera Haupbysical appearance is not
noticeable by all of the area’s visitors, it cands®n as a cultural asset for the
country. Therefore, this data was coded in the ‘@Wi@hout’,” English Asset’,

‘Hidden’ and ‘Importance’ ROH categories.

The fact that many of these initial categories iater-related led to a second
analytical stage where these relationships werdéosegh This second analytical
stage consisted of re-reading data coded usingnitiel set of categories to
understand how these are linked. This is noted casl @nalytical practice by
many authors (Arksey and Knight, 1999; Bryman, 2(Ddy, 1993; Denscombe,
2007), who note that coding qualitative data igigerative process, and that it is
not uncommon for an initial coding stage to leadatsecond one where the
relationships between the categories of an irselare further explored. This led
to a more detailed set of themes that derived ftioeninitial categories and the
understanding of how they are inter-related resglfrom re-reading the data that
was coded initially. Table 6.3 below presents thentes that derived from the

initial set of categories:
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Table 6.3Themes derived from the initial set of categories

COVENT GARDEN

Area attracts younger visitors

Visitor characteristics

Nationality affects perception of area

Expectations of a garden

Preconceptions

Media exposure

Deliberate and accidental visitors

Centrality and typicality

Motivation to visit

Shopping, eating and drinking

Performing arts and vibrancy

Roaming and exploring

Commercial experiences

Experience

Cultural experiences

Eating, drinking and social experiences throughbetday

Contrast between locations

Built environment

Streets shape and pattern

Urban based elements

Physical contrast between locations

Gentrification

Outdoor settings

Perception

Relaxed ambience

Pedestrianisation

Human based element

Co tourism

Cosmopolitanism

Commerce and nature of shops

Activity based elements

Street busking and quality of performance

ROYAL OPERA HOUSE

Flagship attracts older visitors

Visitor characteristics

Nationality affects perception of flagship

Physical appearance (hidden)

The building

Contrast with other stand alone flagship buildifgs

(stereotypes of opera houses)

Quality of performance over physical appearance

The institution

Implications of the name (grandiosity), elitism andlusivity

Audience development and access initiatives

Contrasting points of view

Attraction of visitors

Relationship with CG

Cosmopolitanism

Importance of opera houses for cultural destination
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The themes presented above are discussed in ttieneei analysis chapter and
derive directly from the relationships between tingial set of categories.
Appendix E illustrates the relationship betweenheat these themes and the
initial categories. This is also closely linkedtbhe fact that interview material was
often coded in more than one category, indicatifg timportance of
understanding these relationships, which ultimatehderpinned the material

discussed in the next chapter.

The process of analysing the data is summarisétjure 6.2 below:

Figure 6.3 -Data analysis summary

1. Initial reading and 2. Once the data was

coding of the data using a coded in these categories,
series of categories that it was re-read @t
derived from the research understand th
questions, the literature relationships betwee
review, the topic guide categories, leading to th
and emerged from the daja themes presented in Tabje
itself. These categories are 6.3. These themes afe
presented in Table 6.2. used to support th

findings of the study. Th
relationship between the
and the initial set o
categories is outlined i
Appendix E.

6.8. Conclusions

This chapter has discussed the methodological apprto the study and detailed
the methods that were adopted. A social constrigttapproach is a suitable
philosophical perspective to undertake this resegreen its strong focus on the
individual’'s subjective construction of reality. i§hstance also indicates that
semi-structured interviews are appropriate as a daltection method considering
their flexibility, which allows for thorough socianquiry. Since this research
focuses on perception and experience of urban muoisciand consumption of
culture, certain conceptual elements of ethnograjiterviewing proved useful to

170



Methodology, Method and Data Analysis | Chapter 6

establish a firmer approach to interviewing as tadmllection technique. The
interview design was underpinned by the literatteeiew and structured the
interview in three parts, focusing sequentially thie tourist's perception and
experience of London, Covent Garden and the Ropar®House.

The fieldwork design allowed for wide representatity conducting interviews in
a variety of locations during different times andhwa wide range of visitors. The
pilot test stage provided a series of useful lessorthe approach to collecting the
data. They were applied in the main study whichulted in 306 semi-structured
interviews. These were analysed using guidelinesviged by different
approaches to qualitative data analysis such asembranalysis, the theory
building approach, narrative and thematic analgsiswell as grounded theory
considering its strong focus on the importance axfimg to identify patterns of
social thought. The data was complemented by fieleés taken throughout the
data collection stage and consequent transcriptibich allowed the researcher
to record reflections related to each interviewt fogther informed the analytical
stage of the data. However, the use of field natas limited as acknowledged in
this chapter and the limitations of the study sectof the conclusions and
recommendations chapter. The analytical stagedreliespecialised software that
assisted in the tasks of storing, organising analyamg the interviews. This
analytical stage consisted of two phases: theiiet underpinned was an initial
set of categories determined by the literatureesgyresearch questions, the topic
guide or emerged from the data itself. These caiegovere inter-related which
prompted the researcher to re-read the coded dataderstand the relationships
between these categories, leading to a serieofdh presented and discussed in

the next chapter.
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7. EVIDENCE ANALYSIS

7.1. Introduction

The overall aim of this research is to exploreitiflience that a cultural flagship

has upon the perception and experience of urbaas dor tourism and culture,

using the case of the Royal Opera House in Covantl€h as a case study. For
this purpose, a wide range of literature was regtwo establish a theoretical
framework that explored the cultural tourists’ mations, experience and

perception of place; as well as a variety of per8pes to understand urban
precincts for tourism and culture, and the influeticat cultural flagships exert
upon them. These concepts, along with the adopifoa social constructivist

approach underpinned the methodological consideratihat ultimately oriented

the primary data collection of this study.

As indicated in the previous chapter, the fieldwatks conducted in six different
locations throughout the area and inside the fliggshilding and was drawn to a
conclusion in August 2009, resulting in 306 semirxdured interviews that were
recorded and subsequently transcribed. This mbtevess uploaded to the

specialised qualitative data analysis tool QSR N®v/and analysed using the
guidelines set out in the Praxis section of thelddblogy chapter. This data was
analysed in two stages. The first coding stage wade on the basis of an initial
set of categories that derived from the researestipns, the literature review, the
topic guide and others that emerged from the ds#df.i Once the data was coded
initially, the relationships between this initiagtsof categories was explored,
leading to a series of themes discussed in thiptehaA detailed account of the
relationships between the initial set of catego@esl themes is presented in
Appendix E. All of the 306 interviews were givenuedjweight when coding the

data. However, some of these interviews did notdymch data because of
language restrictions that prevented the intervesnv® develop their views in

length. In other cases, the interviewees were Uingiko provide detail in their

responses, leading to short interviews that did yaetd rich data either. The

findings presented in this chapter are illustratsd quotes extracted from a
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smaller number of interviews that yielded rich datanducted with tourists that
developed their views in length and provided detailtheir response (76
interviews in total). Regardless of this, all theerviews were read and coded
where possible since, even though a large propomiothe interviews where
short, some of these provided basic data that wdsdcwhere possible. In order
to further support the evidence analysis, some rusnére provided to reflect the
relative weight of certain findings. It is importao note that in some cases, these
numbers are higher than 76. This is because, &sated in the previous chapter,
some interviews were coded to more than one categguat because all interviews
were read, including brief ones that provided satata that was coded where
possible. To ensure clarity, the relative weighfinflings is indicated in the text
by using terms like, for example, ‘some interviesleémany interviewees’, ‘a

large/small proportion of interviewees’, etc.

It is also important that the rationale of the stawe of the chapter is made clear.
It begins with a discussion of the intervieweesiisaemographic characteristics,
and subsequently the discussion is organised arthendesearch questions. This
means that the most significant findings are naessarily presented first, but the
evidence analysis follows a structure determinedhayresearch questions. The
first research question enquires about what Covgstden represents for its
visitors, and therefore preconceptions about tlea @re presented first in this
section of the chapter although, as it turned camparatively few people brought
this up. But the order in which findings are prasdnis not determined by their
relative weight but by the research questions. Heaistion is followed by the

interviewees’ motivation to visit the area, anditlexperience and perception of
place as outlined above, because these are thadsébird and fourth research
questions respectively. As the final research goesiddressed the influence of
the flagship upon these processes, the findingardety the Opera House are
presented after. These focus on the visitor's pti@e of the flagship as an

architectural artefact and as an institution; a§ asits relationship with Covent

Garden and its influence on the interviewees’ garoa and experience of place.
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7.2. Visitor characteristics

This study adopts a qualitative methodology thadempinned all considerations
regarding data collection and the methods useth&drpurpose. Nevertheless, the
high number of interviews conducted allowed for sostatistical information to
be generated in relation to the interviewees’ demayaigjc profiles. A total of 213
interviews were conducted in various locations tigiout the area along with a

further 93 inside the flagship building as follows:

Table 7.1 Number of interviews in the area according to limca

(Refer to Figure 6.1 in Methodology @tea for map of the area)

1.Seven| 2. St. Martin's | 3. S Paul's 6. Broad
Dials Lane Church 4. Piazza| 5. ROH Court Total
25 10 86 76 93 26 30(|S

As indicated in the methodology chapter, a var@tinterviewing locations were
selected in order to capture wide ranging data feorepresentative and diverse
group of visitors in the area. However, not altledm are quoted in this chapter as
a large proportion of them yielded limited data,ielhis to an extent, represented
in the numbers provided to support the findings.wks expected that the
interviewees’ perception and experience of placalavbe directly influenced by
the different locations where they were approacfuedthe interview. This is
further explored in forthcoming sections of thediimgs chapter and the tourists
that provided the data are referred to as eitheo€CBOH interviewees depending

on where they were interviewed from this chaptewvanals.

According to the London Development Agency (20@Bg majority of domestic
and international tourists in its London Visitorr@ey indicated that they visited
or intended to visit the City of Westminster. Adaiitally, Visit London (2010a)
indicates that the British Museum and the NatioBallery which are located
north and south of Covent Garden respectively &ee most visited tourist
attractions in London. This indicates that the mgjoof tourists in London visit

areas located in the immediate proximity of or witlCovent Garden.For this
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reason, the sample used for this research can inpared to xisting data on

London visitors.

7.2.1. Nationality.Figure 7.1 below illustrates the sample’s profile@ding to

the interviewees’ nationalit

Figure 7.1— Interviewees’ nationality
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As indicated by the figure, 58% of CG interviewege of Euopean origin (EL
and rest of Europe), followed by 19% of Americaigior, 13% of the CG samp
consisted of domestic visitors and 9% from othetspaf the world. On the oth
hand, 38% of ROH respondents were domestic visi85% of European origit

15% of American origin and 13% from other parts & thorld.

Visit London (2010t indicates that in 2009, 52 of London visitorswere EU
nationals with a further 14% arrived from the resEurope in the correspondil
year, 15% were of North American gin and 19% from the rest of the wor
These figures are reflected in the sample usethferresearch as the majority
interviewees were from European origin in the aed in the flagship, includin
domestic visitors. However, the flagship has ¢her number of domestic visitc
than the area in the sample used. This relatSOLT’s (2004 West End Theatr
Audience Survey, in which ove73% of the sample belongs to the dome
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sector, with almos87% of it corresponding to the local London ma. On the
other hand, the London Visitor Survey conductedthsy London Developmel
Agency (2009) confirmed that 20% of overseas uisittave an interest in theat
music and performing arts; whereas a higher 26%oafestic tourists express
such interst. This suggests that an appropriate group oforedgnts have bee¢
interviewed for this research as the majority dditers in the flagship were
domestic origin. Nevertheless, as this researchskes on the tourist's experier
and perception of pce, potential interviewees living in London wereclexied

from the study.

7.2.2. Gender.In relation to the interviewees’ gender, Figure illizstrates the
percentile distribution of the samg

Figure 7.2— Interviewees’ gender
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As indicated by the igure above, 55% of CG interviewees were fen
respondents, with a slightly lower number of mamkeinviewees (45%). Tr
London Development Agency (2009) approached a ainsample in terms ¢
gender with 59% males and 41% females in their bondisitor Survey. ROH
interviewees: in this research were mostly female (67%) as oppdse a
significantly lower 33% of male respondents. Howevkis does not necessar
reflect audience compositior
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7.2.3. Age.The third socio demographic indicator evalu. is the interviewees

age. Figure 7.3 below illustrates the sample’sifgraiccording to their age ran

Figure 7.3— Interviewees’ age

60 -

30 A B AREA

20 m FLAGSHIP

10 A

O 1 1 1 1 1
Under 30-39 40-49 50-59 Over
30 60

As indicated above, the majority of CG interviewbetong to the younger seci
below 30 years of age (53%), iowed 19% of respondents between the agt
30 to 39, 12% between 40 and 49, 11% between 5G@ndnd 5% over the a
of 60. On the other hand, ROH respondents belotgede older age groups
indicated by the figure. The majority of these miewees were over the age of |
(35%), 28% were between the ages0 to 59, 15% were between 40 to 49 ye
of age, only 8% were between 30 and 39, and 14%nget to the younger a
groups below 30. Similarly, the London Developmégency (2009) indicate
that ‘London visitors have a relatively young prefiwith more than half of a
those interviewed aged under 35 years (57%)’, whglconsistent with th
visitors interviewed for this stud-The impact that the high number of youn

visitors in the ara has upon its sense of place will be discussédttiner section:
7.2.4. Occupation. The final socio demographic indicator taken i

consideration for this research was the interviaieecupation. Figure 7.4 belc

illustrates this distributiol
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Figure 7.4— Interviewees’ occupation
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The majority of CG interviewees were students, sthihey were retired in tf
case of ROH respondents. This is directly relatedthe age consideratio
presented above, as they are mostly over the ageé wiside he flagship, and 3
or younger throughout the different interviewingations in the area. Apatrt fro
this consideration, all other types of occupatiomfairly equally distributed, wit
education and research (15% combined) and busereddinance rated jobs
(17%) as the most common occupations. These figooesirm that the are
attracts a variety of visitors of contrasting sodemographic profiles due to t
diversity of experiential opportunities throughatst different locations. Despi
strong cultural features, such as performing arts anbitecture, only 9% of th
sample is employed in creative areas. These topiiis be discussed i
forthcoming sections related to the intervieweescpption and experience of 1

area and the flagsh

7.3. Findings related to the are

This section discusses the interviewees’ motivationvisit, experienc and
perception of placeas determined by the research ques. As a foreword to
these sections, however, it is important to disduss thei socio demographi
characteristics can have an influence in theseegs®s. In first instancehe

interviewees’ country of origin emerged as a sadmographic indicator exertir
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an influence on their perception and experienceplaice as noted by 42
interviewees. As might be expected, many domessdovs expressed more
awareness of the area’s heritage and histofyte“Opera House is fine it's a
cultural draw, but the area itself is so excitiMghat do you think makes it
exciting? The fact that it has been a place where actorsasitesses and whores
and pimps and people and market folk and Londorexge hung out for
centuries. It has always been a pleasure groundTkousands of actors who
have lived in my lifetime have come here for redeat..) How would you
describe the feel of the place to a friend who hesser been here®t’s exciting,
its all the things that London is about. This churg quiet and holy. In the market
place its all about market values, it's also alwdysen a place for strolling
players, jugglers, clowns, acrobats. It's alway®me place where rich and poor
mingle. And the whores have always done a roarraget There was a book
about them in the 17th century. Register. You khow we nowadays have the
good pub guide? Well in those days they had thel gude for the ladies of the
town (Maria, England)”. The latter interviewee makes historical referenitet
suggest an in depth understanding of the areats $ash detailed accounts of the
area’s evolution and heritage were not providedirigrnational respondents,

suggesting thatlomestic visitors are more aware of the area’®tyst

As indicated in further sections, it was also notedsistently that the shorter
history in some interviewees’ countries of orig@flected in their less significant
architectural heritage makes them notice and agiee€ovent Garden’s built
environment. Many respondents, particularly of Aalsn and American origin,
stated that they appreciated the area becausevtdent that it isover 400 years
old’, whereas their home countries have not existesliels for such an extended
period (See Appendix F.2 for further evidence). tBa other hand, it was also
found that some interviewees were not only attchtbethe area because of their
unfamiliarity with it, but they also tended to cawh and associate it with certain
aspects of their home countries. Such was theafes&panish tourists who made
negative remarks about the way a Covent Gardeauestit cooked a traditional

Spanish dish, referring to it awdrrendous’ because it was not served in a
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Spanish fashion but it was marketed as such. Tisates that the interviewee’s
cultural values, in this case cuisine, have aruerfte on her perception of the

area. (See Appendix F.3 for full quote).

Another socio demographic indicator exerting arugrice on the interviewees’
perception and experience of place is age, asteiviawees made remarks about
this issue. Some of them noted that the experienpiportunities available in the
area have a stronger appeal for a younger market,seme older respondents
observing that the vibrancy of Covent Garden, paldrly of its central Piazza
may be appealing ‘to the younger crowdBetause of so many people visiting it
seems like it's on alert, it's constantly movings not still. That's something that

| like, at least at this age | enjoy. Maybe later bwould like something more
quiet (Nicosia, 30-39)”.Similarly, other interviewees noted that the preseof
large numbers of younger visitors contributes @ dhea’s vibrancy, which is not
always regarded as a positive element of their mepee as illustrated by
additional evidence in Appendix F.1. On the othandy many interviewees
recognised that the array of experiences in tha atwgacts an ‘eclectic mix’ of
tourists of all ages, which adds to its cosmopoldmbience: I'think no matter
what age, it's got a lot of appeal. You have goffghat would be great for young
children, you got places to eat, a lot of multioo# here. You got pubs for the
older children, so it has a lot to offer (Laura,-40)".

Further probing was applied throughout the intewgie¢o understand how the
interviewees’ age affects their perception and agpee of place, with some of
them indicating that as they grow older, they beeamore perceptive of and
receptive to their surroundingA$% you grow older your expectations of the place
change?Yes | think so. You see other things. You see ithemother way. You
see them more quietly, more at ease. So you see (m9rBut in another way,
more receptive, receiving, accepting. More than sohg Said the old man
(Marcel, 50-59)". This is also evident in the fact that older intewvees tended to
give a more comprehensive account of their expeeiesf London and Covent

Garden, providing more detailed answers about hbey tperceived and
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interpreted the area. For example, a CG intervieweker 30 highlighted that her
previous visits were focused @randy and dollsbut as she grew older she is also
‘checking out the pubs’In contrast, another interviewee over the agec®f
provided a very detailed account of his appreamtar the area’s heritage using
the case of the now closed National Sporting Carig his desire to impart that
part of history to his grandson. Similarly, an miew conducted with mother and
daughter enquired about the first image that thesoe@ated with the area. The
mother indicated that it was the Opera House’s rifloian architecture in Bow
Street, whereas the daughter mentioned the modemmraum built ‘bridge of
aspiration’ in Floral Street, with both intervievgeeecognising the bias that their
age exerts on their opinions (full quote in Appendi.l). These contrasts
evidence that the perception and interpretationthef area, along with the

experiences that its visitors seek, are sometimigigst to their age groups.

7.3.1. Preconceptions

In order to explore what Covent Garden means $ovigitors as indicated by the
first research question, interviewees were askedhdy had any previous
expectations or knowledge about Covent Garden. Allsproportion of 30
interviewees made remarks in relation to this amd themes developed:
expectations of a garden (17 respondents) and negg@sure (13 respondents).
The rest of the interviewees were either repeatovss or expressed not to have

any preconceptions about the precinct.

7.3.1.1. Covent Garden’s name as a literal implicain
“I's quite unusual because | thought it was a dan but there is no
garden. | don’'t know, | heard the name but | justimo idea what it was about, it

doesn’t sound like a market or a place for art (Malylexico).”

The statement above is a generic example of sorae/svigathered whilst
enquiring about the visitor's expectations of theaa which indeed suggests the
presence of a botanical garden. This finding seddocom the data itself and is an

emergent theme because the literal implicationsaarfarea’s name were not
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suggested by existing literature. It is interestiognote that, the interviewees
evaluated the area in terms of its provision ofgrening arts of different types,
its urban shape and scale, its commercial ambignd®ther aspects related to the
visitors it attracts. But 17 interviewees interpitd name literally, as they
indicated that they expected green areas to beah joint in the area’s attributes.
In relation to this, another interviewee intereglynidentified a sense of greenery
in the architecture of the area despite the absehlz@ge green spacesiVhat is
the first image that you associate with Covent Gan@ The glass rooftop of the
market.Does it remind you of any other buildingd9o, it reminds me of a green
house.s that a good thing?yes, | really like vegetation (...) there is stilsense

of vegetation, the glass domes kind of reflectreéighouses so in a way it is kind
of like a covered garden (Kim, Canada)h this sense, it is suggested that both
the architectural traits of the glass roofs of tharket place area and the Opera
House’s Hamlyn Hall resemble green houses, whicl mmply that the literal
implications of the area’s name have been acknayeleédn its visual planning,
and succeed in providing the area with a senst@ &nd foliage in the view of

some of its visitors.

7.3.1.2. Media exposure

The play Pygmalion and the musical and the filmwael from it, ‘My Fair Lady’
were the most notable media influence on how tle@’arvisitors perceive it as
indicated by 13 interviewees when asked about {ireiconceptions of the area.
The musical film, released in the 1964, featurésimble flower seller in Covent
Garden during Edwardian times, and her views ampidasns of becoming an
aristocrat. This research has revealed that 4%&yaser the film's release, it still
exerts an influence on some of the area’s visitpesception of place. In first
instance, some interviewees indicated that theidfess of the film (or play)
motivated them to visit the aredt’$ just another one of those sites you know. To
be honest every time | come here | come becausieegplay, My Fair Lady.
Because | read it as a kid and | never forget. inedica we dream of these places
and then you come and you see them and it’s kiggeatt (James, US)"Further

evidence of the connection between the film andatiea is included in Appendix
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F.4. Some of these interviewees also indicated thatfirst image that they
associate with the area is that of flowers beird,d6liza Doolitle (the character),
Audrey Hepburn (who played her in the film) andeastielements which can be
directly associated with the film. Nevertheless,wias also noted that these
statements were mostly gathered from individuallerggng to the older age
groups: T'm old enough, I'm an old granny and | remembez tlays when here it
really was the flower market, the flower marketttiidiza Doolittle sold her
violets (Maria, over 60).”

On the other hand, other types of media exposufectafg some of the
interviewees’ perception of Covent Garden relates literature, as some
respondents connected the area with literature s3aOWilde, Jane Austen, and
Charles Dickens. It is important to observe thaseh18 century British writers
often portrayed Victorian architecture in their t@n work, which can still be
found as described by them in their time as noteddme intervieweesit’s an
old neighbourhood (...) what makes the differendbas it has history, Charles
Dickens. | think it's the history, the novel, iisnovel-esque neighbourhood (...) it
takes you back to novels and their times (Antd®pain)”. In relation to this, it is
also important to highlight the level of cultural@eness exerting an influence on
remarks of this nature, which also serves to #atst how the individual's
personal background affects their perception oteldt was found that some
respondents appreciated the area’s rich heritagauise of what they have read in
history texts that make reference of both the arehthe flagship building, and
the social implications that attending an operavegad as noted by the following
interviewee: Have you heard of ROH beforeYes | haveDo you know where
you hear from it the mostPread quite a lot, a lot of history and it comgs quite
often in books about it. For example recently Ideabook about the history of
Victorian London and it featured quite heavily imete because it focuses on
lifestyles of the social classes and that sorthafg. But generally | would say in
reading.Why do you read so muchBecause | have an inquisitive mind | would

say. | don’'t know, | find history fascinating. hdi the whole Victorian period
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really fascinating and obviously ROH is a major tingion in that, in that

aristocratic lifestyle in Victorian times | suppo@dike, England)”.

The latter statement suggests that the individuabsivation to visit the area, his
experience of place and the way that he assimikatdsinterprets the history and
heritage of an urban precinct are affected by mdividual background,
preferences and level of cultural awareness. Thegies are addressed in the
remainder of the chapter.

7.3.2. Motivation to visit

In order to answer this study’s second researclstoure the interviewees were
asked why they decided to visit the area. The eshtbetween the answers
gathered from ROH and CG interviewees is an impbrtansideration. In the
former case, most respondents indicated that thexg w1 the area primarily to
visit the Opera House, with other activities comagga result. CG interviewees’
motivations to visit were more diverse, suggestihgt the eclectic array of
experiential opportunities in the area leads theseek more than one experience.
These opportunities include the consumption of haid popular forms of
performing arts, shopping, eating, drinking and ia®ing. They present
themselves in different forms throughout differelocations and they are
experienced by roaming and discovering the areasdiye interviewees. The

area’s central location makes it a convenient placasit as addressed below.

7.3.2.1 Central location

In order to assess the respondents’ motivation isit VCovent Garden,
interviewees were asked about other tourist aredsadtractions that they had
visited. Their answers confirmed that some tendgid London’s most prominent
attractions for tourism, such as Buckingham Pal&cg,Ben, National Gallery,
Houses of Parliament, the British Museum and othein stream tourist
attractions. This was also the case with popularigbareas, with Soho, the South

Bank, Mayfair and other central areas consisteritgd as part of the experience
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of the city. Given Covent Garden’s physical proxyrio many of these areas and

attractions, some wander into it knowingly or unkarggly:

Deliberate sightseeing visitors: many tourists tingi the area seek to
experience London’s most prominent tourist attoacdj seeking high
profile areas or attractions and often referringheir tourist guide books
to provide an account of the places they had besting (See Appendix

F.5). A large proportion of 261 respondents belonge the deliberate
visitors’ category as they further explained theiotivation to visit the

area by focusing on cultural, commercial or envinental aspects of it as

discussed in further sections.

Accidental visitors: A lower proponti@f 45 interviewees were unaware
that they were in Covent Garden, ar Wandered into it by accident and
unknowingly? Why did you decide to visit this ared®/ accident. |
stumbled upon it because | was in &idty Circus and ended up in
Covent Garden (Tutu, Russiather visitors passed through en route to
somewhere elsg:was going to the British Museum and | foundsthi
market which is very nice so | stayialso like the jugglersSo you

didn't mean to come her&®t exactly (Johanes, GermanyThis
suggests that there is a flow of tstisrcoming from popular tourist sites
who make their way into Covent Garflenause of their physical
proximity to the area (Further evidewd this is included in Appendix
F.6).

Whether visiting Covent Garden deliberately or caentally, it was consistently

noted that many tourists valued the area as angestpot in London’s tourist

panorama: Why did you decide to bring the kids to Covent Gam@| know that

after one hour in National Gallery where we wenttbe tour they were a bit tired

so | wanted to show them something different theindster Square for example

where we were before. And | wanted to give thenopip®rtunity to relax, to buy

some souvenirs here in Jubilee Market Hall andabsemething. Entertainment
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basically (Horacy, Poland)”In this sense, relaxation has also been idedtdsea
motivation to visit (See Appendix F.7). This willsa be explored when

evaluating the tourists’ experience of place.

7.3.2.2. Shopping, eating and drinking

Shopping and commercial activities were identifsdan important motivation for
the area’s visitors. As anticipated from literatueeiewed, a large proportion of
interviewees mentioned that they visited the aceaither look at the shops or
purchase goods. The area’s market place was imeht#fs famous’ by many
interviewees, which strengthened their motivatiorvisit. The presence of shops
of different scale and selling a diversity of prottuwas further identified as an
important element of the area. However, very fespoadents indicated that
shopping was the only reason why they visited tfe@.aThe presence of these
shops along with restaurants, cafes and pubs att® as an important
motivational factor encouraging tourists to vis#t imdicated by a total of 192
respondents. This is also related to the socialreadf the area and can be

associated with the area’s proximity to other rsiream tourist areas.

7.3.2.3. Performing arts and vibrancy

Performing arts, both high and popular are andib&tiure of the area motivating

tourists to visit (82 interviewees in total). Ma®G respondents indicated that
they were attending a performance in a theatre, @% some of them made use
of the area’s eating and drinking facilities or dinv shopped before the

performance started. Likewise, many ROH intervieveenfirmed that the Opera

House was the main purpose of theisit, and that shopping, eating and drinking
were secondary activities that were undertaken esnaplement to the primary

motivation. This indicates that there is a stromgationship between these

elements of the area.

The presence of street buskers was also mentiaadhzotivation to visit by 27
respondents (20 visited because of ‘the artistd arbecause of ‘the buskers’).

However, the quality of these performance and ttwvds they attract were
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subject to criticism by other interviewees. In otheases, the respondents
indicated that although street performance wasceatral to their motivation to
visit, they decided to stay in the area becausth@fvibrant atmosphere street
busking generates, confirming the synergic relastgqm mentioned above.
Although street performance results in over crom@sd in the market place area
deterring some interviewees, it also contributegstdively ambience, motivating

other respondents to stay.

7.3.3. Experience of place

The third research question focuses on the tosrestperience of the area. For this
purpose, the next section of the topic guide ereguabout what experiences the
interviewees were seeking or sought throughoutitba. The consumption of the
arts, food and drink, and commercial activities avenentioned as their core
experiences of place by the number of visitorsdattid in the section above.
Nevertheless, some of these respondents also sedgdsat they had been
roaming around it andsbaking up its atmospher®éy wandering its streets and
gathering a variety of sensorial stimuli. This &mme interviewees to indicate that
a visit to Covent Garden provided them with a gkemf London as a whole
because of the variety of experiential opportusitrea single precinctit's very
dynamic, very lively with a very special atmosphdresomeone wants to
experience London in a snapshot they would con@ote@nt Garden | thinkwhy
do you think that is?Because there is so much here, it's very intengajnk
Covent Garden is very intense so you can see éwvegytere (...) If you are here
just for half a day or a few hours you can probabée it all here. It's probably
not so much about the culture and the traditionsrbare about the shops and the
restaurants and the actual architecture is hereitsoa very lively place if you
want to have a drink or shop around it's a goodhthito come here for sure.

(Nora, Hungary).”

7.3.3.1. Roaming, exploring and discovering
Although Covent Garden presents a range of expmrgehat can provide the

visitor with a broader sense of tourism in Londtimey are mostly based on
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shopping and consumption rather than culture (SppeAdix F.8. for further
evidence of Covent Garden providing visitors witiLandon in a snapshot’
experience as addressed above). In this sense, im@nyiewees observed that
Covent Garden is experienced by roaming, exploand discovering the area;
which have been identified as fundamental actwitlgat enhance the process of
sensorial perception and experience of the areia.l@ads them to listen to street
performers and people gathering around them, per¢be architecture and street
patterns; smell aromas from the shops or restasraatt, drink, and undertake
different activities that stimulate their senseseg&ppendix F.9). The experience
of roaming and exploring the area also lead someists to experience
unexpected activities and discover attractions twhiere referred to afidden
London’, ‘places off the beaten trackind ‘gems that you stumble across
accidentally’as illustrated by the following interviewealé just saw a delightful
statue of a ballet dancer on Bow Street, which ida'tinotice before. Unless you
are doing what we are doing today, which is slowblking, you miss such a lot
(...) We went past it many times and never reali@dshean, England)”.

7.3.3.2. Commercial experiences

Commercial experiences such as purchasing productindow shopping are
also an important element of the overall experieoicéhe area as noted in the
previous section related to the interviewees’ naiton to visit. Furthermore,
some respondents referred to Covent Garden’s coomheaspect asquaint
because of the smaller scale and less genericenafuits retail premises in
contrast to other commercial areas in central Londiois also important to note
that the individual’s personal background, prefeesnand motivation to visit play
a pivotal role in their experience of Covent Gardsna commercial precinct. In
this sense, many interviewees consistently indicdbat they visited the area
because of its cultural offer and its heritage, ohleads them to avoid the
commercial aspects of the areH:you go to other areas like Carnaby Street, it's
quaint and all but it's really focused on shoppisg it's not far from Oxford

Street, it's all about shopping shopping shoppMpich | hate. At least here, you
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get this kind of, spiritual influence from the cbluy and which | find a lot more
powerful, the Opera House (...). So all the ghogheftheatres, the memories of
the people that have gone to the theatres, allénatrgy is here (...) | haven't ever
done any actual shopping in these shops you knapetifically come here to
meet people, eat in the church (yard), go to tleatte (Krysia, Australia)”.

7.3.3.3. Cultural experiences

The comment above introduces the importance obparhg arts in the visitor’s
experience of Covent Garden. Many intervieweescatdid that the supply of high
and popular forms of art not only act as a primagtivation to visit but also
comprises the main element of their experiencéefarea. This was particularly
true in the case of ROH interviewees, who indicdated they were in the area to
visit the flagship building, make use of its eatiagd drinking facilities, book
tickets or watch its exhibition spaces. As indidait@ previous sections, many of
them also confirmed that even though this is theain activity, window
shopping, roaming, exploring and all the other e)gpees are part of visiting the
area. It is also important to note that their piefiee tended to be towards high
forms of art such as opera or ballet, with manyttedm indicating that they
avoided popular forms of art such as street buskingnusical theatre. Other
cultural attractions of importance in the area thiaterged as important to the
interviewees’ experience of the area are St Pdlitiarch and to a much lesser
extent, the London Transport Museum. It should &ieo noted that many
respondents interviewed inside the church discavéréy roaming through the
area, which was not the case of ROH interviewees whited the flagship on

purpose.

7.3.3.4. Eating, drinking and social experiences tbughout the day
Eating, drinking and socialising were also idestifias important elements of the
visitor's experience of the area. These issuesclsely related to the visitor's

motivation to visit Covent Garden because of itexpnity to other areas for
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tourism and because it is perceived as a placerdtaxation. Many CG
interviewees confirmed that they were meeting saraeo Covent Garden, or that
they enjoyed visiting for social reasons becausedhef presence of adequate
facilities to do so: Normally | come for a cup of coffee or to meet same |
think it's a meeting point for people, to find fids because it's well located and
it's easy to reach. (Silvia, Bolivia)”. “Generallymeet with friends in some of the
popular sites, Covent Garden in this case and dftat we move somewhere else
to have a beer (...) my friends asked me to meethllyeReinch and Judy and ever
since it has become my central axis (...) | wanteanaet some friends and
generally my reference point is Covent Garden, sayl lets meet here. (Enrique,
Colombia)”. 28 other respondents made remarks about the ageeial nature
because of its central location and eating andkamnfacilities.

It was noted through personal observation thatrnidueire of the experience of
eating and drinking tends to change throughoutdthe although a relatively low
number of 21 interviewees made comments about theerience of place in
relation to their time of visit. In this sense, &nof visit is another element to
understand the nature of the visitor's experientehe area: There’s lots of
movement, human activities. It's essentially a hurseale, human feel, the fact
that is open and pretty much around the clock. uido't like to be here at 2am in
the morning but | imagine there are still peopletbe streets, a different side of
life. At any hour of the day there’s always sonmehgoing on and it's human
activity related (Richard, England)’This interviewee belongs to a group of
respondents that associated their time of visihw#fety concerns. This topic is
also addressed in further sections when evaludtiegourist’s perception of the
area as a safe precinct because of its high amafwisitors and gatherings of
people generated by street buskers. Nevertheleissstidy came across a few
cases of illegal drinking and consumption and concraksation of illegal

substances (See Appendix F.10 for further details).
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7.3.3.5. Different experiences throughout differentocations

A final consideration is the contrast between theaa central and peripheral
locations, and the different types of activitieatttourists undertake in each. The
central Covent Garden Piazza is characterized lgy phesence of street
entertainers, the market, the Transport Museun®ast’'s Church and a range of
high profile and large scale shops such as HM\&(raf figure 6.1 for map of the
area). These amenities, facilities and attractmoside different experiences for
the Piazza’'s visitors depending on their motivattonvisit and willingness to
explore other experiential opportunities. Non cantereas of Covent Garden
provide their visitors with a different set of exjgaces, which led an interviewee
to indicate that he thinks of Covent Garden ‘g0 different areas’ one
characterized bythe tackiest side of tourismivhen referring to the Piazza’'s
commercial nature and the presence of street bsjsked another focused on
small scale shopping and cafes. This interviewderned to Seven Dials to
illustrate this case as he noted that becausesdattk of an open space free of car
traffic, street performance is not possible, asduitban form also prevents the
presence of large scale stores. In this sensdpthiest’'s experience is based on

small scale shops such as the ones located ind\¢aid.

7.3.4. Perception of the area

The fourth research question of this study enquaieout how Covent Garden is

perceived by its visitors. Once the interview emediabout the interviewees’

motivation and experience of place, it subsequessked them to develop their
views of the area, what they enjoyed and dislikeolud it, how they contrasted it

with other areas in London and abroad, what catlgdit attention the most, how

did they perceive it to be distinctive and otheslping questions to determine the
area’s elements that influence their perceptioplate. Their answers suggested
that these perceptions stem from three differentedsions: one related to the
area’s physical attributes, another related toaittevities that take place, and the

third associated with human behaviour as indicatédrthcoming sections.
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Figure 7.5— Place making system

Urban
environment

Although Figure 7.5 above is proposed by the researon the basis of the data
collected and analysed to address the overall aiehrasearch questions of this
study, it can also be related to existing literaton tourism spaces with high
numbers of visitors and a variety of land usesngi®d in Chapter 3 in relation to
urban precincts, it is important to consider ara@@lace making elements and
Figure 7.5 can be associated with Franck and S$ey2007) notion of “loose
spaces” where land use (activities), the built Bmmnent and visitors themselves
conform the areas’ place making system. The relakip between the authors’
model with the case study can be illustrated byefcample, focusing on Covent
Garden Market, which was originally developed famenercial purposes that
lead to the attraction of street entertainers dred dstablishment of eating and
drinking facilities. As indicated in forthcoming @&®ns and further relating the
area’s proposed place making system with a sendeasfeness’, roaming and
exploring the area constitute an important pathefarea’s visitors’ experience of
place, which is reflected in the perceived slowatepof movement of commuters
that embrace this freedom by exploring the areagfgergential opportunities and
environment-based features. On the other hand, r@ov@arden’s built
environment not only provide a platform for a varief land uses (theatres,
shops, restaurants, street entertainment), buteaisd an important influence on
the way the area is perceived by its visitors framisual perspective as further
developed in the sections below. Therefore, theahpresented above relates to
existing literature on urban design, but it waspased by the researcher on the

basis of the evidence discussed in this chapter.
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7.3.4.1. Urban environment based elements

Covent Garden’s physical attributes and built emwinent are assimilated,
perceived and evaluated from different perspectigading to different ways of
interpreting the area. As indicated before, anviddial’'s personal background
such as age and origin exerts an influence on peireption and experience of
place. In this sense, it was noted that this imibgeis related to connectivity as
many interviewees indicated that they liked its benacale and urban clustering
and because of the similarities with urban charesties of their own places of
origin. Likewise, when enquiring about their immiess of the Opera House in
Covent Garden, some interviewees stated that thayted to compare it to
theatres from their own countries. This was als® dase with the market place
area and other urban features of the area as meryiewees compared them to
similar commercial precincts from their countridsoagin. It was also noted that
some interviewees were attracted to the area,gutai<or criticised it, because of
its differences to what they know, with some ofnthexpressing that they enjoyed
their visit to Covent Garden because of its architel features, regarded as
expressions of the area’s heritage and history,clwhihey lack in their
hometowns: Why did you like this place so much®ink basically because its
remnant of a past. We don't see this kind of hystorSouth Africa. There are no
major historical monuments in South Africa. (Rob8duth Africa). The history of
the buildings, compared to America, everything lisags being torn down and
rebuilt but here everything is being preserved drglill has that essence and the
history behind everything (Norpert, US)'he data indicates that the area’s urban
characteristics can often be regarded as signifiér¢he area’s heritage and
history; and that familiarity and unfamiliarity 8uch features exert an important

influence on the interviewees’ process of percepéind interpretation.

7.3.4.1.1. Physical attributes
74 interviewees observed Covent Garden’s small@lesa comparison to other
tourist areas in London. It was noted that Coveatdén is kind of like a little

village in itself. So it's like a little town withithe city (Paul, England)in
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contrast with other central areas because of dsitectural layout (See Appendix
F.11. for further evidence of the area’s perceigédbutes of an urban village).
The area’s urban shape and scale were also ewdlfrate a land use point of
view, with some interviewees noting the urban dteg of a wide range of
attractions within a relatively confined space aslicated by the following
statements:

“Its quite pedestrian isn't it? And you've got atlof places where you
have to walk a long way to get to different plasd®reas here you know its all in
quite a small space so you can do a lot of thingsne area (Wendy, US)”.

“It's a physically smaller area compared to whaevare used to but
there’s so much packed into it so to make suretske a lot of time to explore
(Gerald, US)".

“It feels like a community a little bit. Small gg@aphical area but there is
a lot going on. It's quite put together, quite cended (Mo, Canada)”.

“It's nice to be in London but not between hordesl hordes of people
and there is such variety, there is variety witle ttafes and restaurants and
places to visit, | think it's the variety (Hilarigngland)”.

In relation to the topics raised by the latter estaént, the area’s diversity was
praised by interviewees not only because of theewashge of visitors from many
backgrounds that it attracts, but also becauseétofarchitectural features which
reflect policies aimed at preserving the area'sithge as well as new
developmentsThe mix of the old and the newmerged from the data as what a
number interviewees will remember the most, and associated with human
elements as indicated above due to the range agbleof visitors as well as the
presence of modern architecture (such as the Royata House’s Hamlyn Hall)

attached to preserved Victorian architecture.

7.3.4.1.2. Streets shape and pattern
The nature and scale of Covent Garden’s streets @lsved to be an element
influencing the visitor's perception of the areaswaentioned 66 times. Some of

these indicated that they enjoyed visiting the dbeaause of its distinctive

194



Evidence Analysis | Chapter 7

narrow, pedestrianised streets. Pedestrianisatamoited by 22 interviewees as
an important element of their perception of plac&licating that it plays a
considerable role in the visitor's perception of #rea which can also be related
to their pace of movement and human interactionsngst the area’s visitors.
This acquires a unigue dimension due to the areai®w streets characterised by
distinctive architecture. One of these distinctih@racteristics are the cobbles that
pave them. They were noted by a lower number oérimgwees (11) as
expressions of the area’s heritage because tesyore the originality of the
place’, which they regard as a positive element affecthregr perception of the
area. Nevertheless, one interviewee interestedaghidn indicated that they
represent a nuisance because they are difficwatk on (refer to Appendix F.12.
for details of these contrasting opinions). Thisfoms that the area is perceived
and interpreted from different perspectives acemydo the individual's personal

background, interests and motivation to visit.

7.3.4.1.3. Contrast between locations

The opinions mentioned above were gathered in @eatrd peripheral locations
of the area, suggesting that the visitor's ovepaliception of place is influenced
by the attributes that its different areas pregenthe individual. Whilst not a
typical stand point, a small proportion of 8 intewees noted that they disliked
the areas in and around the Piazza because thegiyeeithem astailored for
tourists’ due to the presence of street performers, souvarps and other
amenities whose users are not the local populaBan.the same interviewee
observed that Covent Garden’s peripheral areasfammaller scale but tend to be
used by a local working community away from tteckiness'of the market place
area (as evidenced by the excerpt included in ApipeR.13). Some respondents
interviewed in the Piazza tended to focus theircgation of place on street
busking, the conglomeration of people and othezgpltaaking elements typical of
the central square. Conversely, interviewees apgpexhin Seven Dials, Broad

Court or St Martin’s Lane focused more on the are@ban shape and scale.
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7.3.4.1.4. Gentrification

Gentrification processes are common in urban pegifor tourism and culture.
This was mentioned by some older domestic intersesvwho noted local
displacement as part of their perception of the,anhich can relate to a lack of
exposure to the area before the development ofistaur Although some
interviewees’ praised Covent Garden ksridon in a snap shioas noted before,
other respondents noted that the area has beerfiedotti suit the demand for
tourist attractions and activities, which entaitge tdisplacement of the local
working community to other areagi6w often do you come to Londor&s little
as | can.How come?Because it is not the London | knéwhat is the London
you knew?As a child | came here to the fruit market and asvhustle bustle (...)
it was a very very busy working community (...) riseng was working; there
was no tourism in Covent Garden. Busy busy, 5 okcforget about it, it's just,
finished. The pubs were open all night (...); etleng was different (Maurice,
England)”. The interviewee refers to the area’s gentrificat@on the invasion’
of tourists that has had a defining impact on tlea’'a nature, shifting from a busy
local working community to what it is in the preselay as a tourism precinct.
Similarly, other interviewees often referred to t@mmercial origins of Covent
Garden as a fruit and vegetable market place, adimg} that its evolution as a
shopping area for tourism has resulted in a lo$geafage as noted in the excerpts
included in Appendix F.14.

7.3.4.1.5. Outdoor settings

57 interviewees indicated that they found Coventd&a similar to other historic
precincts in the European continent. This holchk With its perceived ‘al fresco’
culture that provides it with a ‘continental amhiehdue to the amount of cafes
and restaurants providing outdoor seating facditend the presence of street
buskers as suggested by the following interview®éhat do you like the most
about Covent Garden? like the street entertainers so that's good, &alvent
Garden is just a very nice area to be in a sunny ldee this.What makes it nice?
It's got a nice atmosphere with all the people I tstreets, the entertainers,

different things going on, the singers. It just emk really nice atmosphere on a
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sunny day (...)It's a lot more outside based, wasili@ other parts in London like
museums you have to go inside whereas here tharetsmore going on in the
street and also you get a lot more people taking pathe street entertainment
and stuff like that. (Clive, England)”.

This statement can also be associated with theepgon of the area as a place for
relaxation which was made evident throughout takelWork stage of this study as
it was observed that throughout the day, tourisjsyesitting on the pavements by
the Piazza and watching street entertainment. Taetbéties tend to be affected
by adverse weather conditions, which were noteti®s as a negative element
of their experience of the city. However, one ofsh respondents (of the same
name and nationality as the interviewee gquoted @bpvaised Covent Garden
because its narrow streets that in a way protést®iazza from the wind:What

do you like the most about Covent GardeiPe outdoor life, there are few
places in England where you can have a sense dbouiiving, Covent Garden
would be one of those few places (...) | thinkliteerent, the street theatre makes
it different but | think as | already said that tiheain difference is this sense of
being in the outdoors which is very continental kg can’t do it in Britain
because of the weather. Covent Garden being reddpeaclosed from the wind,

it's more possible. (Clive, England)”.

7.3.4.2. Human based elements

This study has also found that the perception efattea is also deeply influenced
by a series of elements associated with othergmrsuch as their relaxed attitude
when experiencing the precinct and their diversityich grant the area with a

cosmopolitan ambience as discussed below.

7.3.4.2.1. Visitors and co tourism

The influence of other visitors in the area upoe tburists’ perception of place
was mentioned 75 times, with many intervieweesngpthat the number and
variety of its visitors is both Covent Garden’s ©haand curse: it creates a lively

atmosphere but also causes pedestrian congestidnoaercrowding. It is
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important to note, however, that overcrowding osauainly in the market place
area due to the presence of street entertainerghancharket’s fully pedestrian
periphery (See Appendix F.17. for evidence relébeltow other visitors affect the
tourist’s experience and perception of place). Tiesser extent, this is also the
case in other locations where controlled vehictdaific allows visitors to roam

through their streets with more freedom.

It was also noted that many interviewees indicabed what they disliked about
Covent Garden was the presence of ‘too many tsudsicreasing their feeling of
having an authentic experience of an area in Lontétmwever, some of these
interviewees recognized themselves as part of tbhatist crowd (refer to
Appendix F.18). These respondents expressed tinatid not enjoy the presence
of other tourists, yet they enjoy its vibrancy ammgmopolitan feel as addressed in
further sections. Furthermore, other responderitk teat the increasing number
of people congregating can impose an inconveniémgedestrians, but they are
part of the area’s appeal motivating them to \asming with other aspects of the
experiential opportunities available in the areag(&ppendix F.19). Asides from
providing the area’s visitors with a sense of bgiog to the crowd and a vibrant
atmosphere, the presence of large groups of teuwsis also assessed from a
positive perspective because of its implicationserms of safety: feel safe here
even when there is people drunk or trying to plockney or whatever, you know
that there is a lot of security around here anetdf different types of people and
no one can really cause trouble because therewsetpo many people around so

it has a fairly relaxed nature to it (Matt, Englayid

7.3.4.2.2. Place for relaxation and pedestrianista&in

Relaxation plays an important role on the visit@gerience of Covent Garden,
as noted by 32 interviewees. This is also assatwaith the area’s proximity to
other maimstream tourist areas because tourists visit iesd and make use of its
resting facilities. The relaxing ambience of theaawas often associated with the
synergic relationship of different elements thadrelecterise the area and lead to a

relaxed ambience:Despite being very commercial at the same time viésy
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cheery, it's a chilling area. You can have a reldxtene here. Even when it's
crowded with people you still feel a bit comforbind cosy that’s the best thing
about Covent Garden, you can sit down. You feelfatable just to sit and

appreciate the area and the sun and hear the mpeiple are playing. And just
enjoy yourself without having to do shopping octmsume properly. Just relax.

(Favio, Brazil).”

The latter interviewee recognises the area’s vibyaorowdedness and high levels
of activity; yet still perceives it as a suitablea for relaxation. In relation to this,
many interviewees noted that the behaviour and pdamovement of Covent
Garden’s visitors are a reflection and consequentiee perceived relaxed nature
of the area compared to other busy areas of Loaddndicated by the following
statements:

“What makes this area differentThe people’'s movement, there is
something different in the way people walk, peapddk like they are enjoying
their time. In other places people walk maybe timigkn their jobs and what to
do and more concentrated. Here people are morase.gSimone, Brazil)”.

“Maybe that people are not in a hurry so much.d.ik Piccadilly Circus
or Trafalgar square, the proximity of those placeskes a huge contrast between
this place and those ones. Everything is going adothere faster and faster and
here people rather are looking for some rest, cafjrdown, slowing down, sitting

and just experiencing and thinking and hearing. rgty, Poland)”

Further evidence of this finding is included in Aplix F.15. The area provides a
more relaxed urban setting which, as indicatediptsly, is related to the area’s
proximity to other popular areas for tourism in tah London as tourists
experience these busy areas and then visit Covarde@ to eat, drink, watch
street performances and rest. It should be notat with the exception of St
Paul’'s Church garden, there are no free seatinftiecthat tourists can make use
of for relaxation purposes. However, the shared anthmunal nature of

relaxation and peoplepilling out onto the streétkead to human interactions and
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a friendly ambience that is not normally found ither busy areas of central

London as explained by some interviewees (furthi@temce in Appendix F.16).

The area was also often referred to as vibrantusecaf its large numbers of
visitors, street performances in its main streamz®a and the audiences they
attract. Conversely, some interviewees also poimgdthat they perceived the
area to be quieter, providing them with an appsdprisetting to relax. They
perceive the area as such because the pace of rapvemts visitors appears to
be slower as they roam through it, enabling thenexplore and assimilate the
area’s features. Similarly, an interviewee indidateat Covent Garden feels like a
destination, as opposed to other areas where e Hie&s just passing through
them. And yet, many tourists visit the area, kn@hyror unconsciously, because
of its central location and proximity to other asdar tourism in central London.
Although Covent Garden is perceived by some visitg astop over’ on their
way to other areas or attractions, its differergmednts tend to engage them,
having an effect on their pace of movement andviies they undertake.
Activities related to relaxation were identified @mportant elements of the
interviewees’ experience of the area, and it wae abted by some interviewees
that they expect every large city to have centrdlan precincts that provide
relaxing settings to its visitors. However, Covésarden’s vibrancy, its large
number of visitors leading to people congestiontipaarly in its central areas,
and the loud noise emitted by large groups of peaph street buskers were also
identified as important elements of its place mgksystem, confirming the

complexity of this case study.

Tourists roaming through the precinct, soakingtamtmosphere, the presence of
street entertainers and the consequent attraatiolasge groups of audiences can
all be directly related to the area’s pedestriahisad traffic calmed streets. When
asked how the visitors perceived Covent Garden dodifferent from other
popular areas for tourism in London, a recurringvear related pedestrianisation
and the range of human related activities that fpleee due to the lack of

vehicular traffic. An interviewee interestingly edt that the area is indeed very
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busy and loud, but what made it ‘special’ were sbends generated by people
and performers, and not by vehicular traffic, ssggg that part of the

interviewees’ enjoyment of the area is relatededwuman feel.

7.3.4.2.3. Diversity and cosmopolitanism

Covent Garden seems to be an expression of Londtegs as a cosmopolitan
destination as noted by 15 respondents. This wagosted by some interviewees
who highlighted that the clustering of buildingsareas with rich heritage are an
important motivational factor and critical elemémttheir enjoyment of the city.
On the other hand, the diversity of the visitorattlead to the vibrancy of these
areas are an important pull factor attracting ersitfrom different backgrounds
who add themselves to the area’s vibrancy, diweesitd cosmopolitan ambience
as observed by 31 interviewees. When asked abaaittivdy liked the most about
the area, what they will remember the most and whéie first image that they
associate it with it, some interviewees relatedrthaswers to the diverse and
multi cultural nature of the range of the area'siters as noted by the following
statement: “(...)t is very cosmopolitan, that is what | like theshdecause you
find different cultures and can meet people fromous countries and you can
immerse yourself in those cultures without havimgisit them. For example here
| can meet people from Europe or South America whdrave never been but
have kind of known of these places even thouglé hat been there, the cuisine
for example, you can access places to eat in s midfierent places from all over

the world. That's what I like about it. (Angeliddexico)”.

In relation to this, it was also noted that it @ only the number of people that
congregate in Covent Garden that makes them an riemgoplace making
element, but also the diversity of ages and nalities that affects the visitors’
perception of place. The variety and numbers oitors reflect other popular
tourism precincts that attract high numbers of igigrsuch as Mayfair or the
South Bank, further enhancing tHeohdon in a snapshoappeal. However, and

as noted before, the pace of movement of visitothé area is slower, allowing
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them to calmly perceive its built environment, #udivities that take place and the

diverse characteristics of their fellow visitors.

7.3.4.3. Activity based elements
Similarly to factors motivating tourists to vishe area and the experiences that
they are engaged in, the area’s commercial andiralilsectors have a strong

influence on their perception of place as notethenfollowing sections.

7.3.4.3.1. Commerce and nature of shops

Shopping and other commercial activities have diyedeen identified as

motivations to visit and important parts of a laggeportion of the interviewees’

experience of place as noted by 192 responderis &mperceptual point of view,

the scale, nature, and contrast of the shops arGondnt Garden, both in central
and peripheral areas were identified by some afehpterviewees as important
elements that not only motivate them to visit theagbut also play a considerable
role in the area’s sense of place. However, thenoeroial aspect of Covent

Garden was questioned by some interviewees, whioereitecognised the

importance of shopping in the area’s place makiystesn, but criticised the

quality of products being sold, or believe that gbiag is in itself a negative

element of the area’s place making systehis*very touristy. Lots of souvenir
shops but again | understand people like theseddthings. They don’t appeal to
me but | understand why people like them (Simostralia). Oh it's just a bunch

of commercial bull****, | detest the commercial sidf it (David, US)".

On the other hand, it was also noted that the sscalke of the shops constitutes a
positive element, which harmonises effectively viltle small scale nature of the
area’s urban features as mentioned in previousossctEngland has gone in a
way that there are all these shopping centres amags which are very
uninteresting you can get the same shops anywhieogex the country. Whereas
here, it's unique, the little shops. (Kathryn, Eagll)”. In relation to the small
scale of the shopping infrastructure, some inteveis indicated that they dislike

the presence of large shops such as HMV or Urbdfitets, suggesting that the
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area’s small scale urban features and ‘traditiofe#! should be conserved by
restricting the presence of generic and high prdfilands (See Appendix F.20.).
Many interviewees indicated that they enjoyed wigitthe area because of its
cosmopolitan ambience; and the presence of thetyaof large and small scale
shops adds to thaatmosphere. In addition, and as indicated in prevgections,
‘the mix of the old and the newas identified as another positive element of the
area’s attributes. This indicates that there argrasting opinions regarding how
Covent Garden’s commercial nature effectively iaflaes the tourist's perception

of the area.

7.3.4.3.2. Street busking and quality of performane

Even though street performance is exclusive tostimeoundings of the market
place area, it has already been noted that it isn@ortant element of the area’s
place making system affecting its sense of plackmaotivating 27 respondents to
visit as evidenced by the following interviewé@eople) go out of the box, right
now you can hear the music for kind of a teenageketand it's just complete
mix of people and mix of performing things. Lastetil came | stood in the
balcony and somebody was singing opera and thdhesmimes. It's just the

whole mix of... this is lovely, it's alive and opéMarcia, South Africa)”.

This was also associated with the variety of visitthhat provide the area with a
cosmopolitan ambience. It was also suggested trestgperformance may be of
stronger appeal to the younger age groups, whishals been identified as an
element of consideration influencing the visitquexrception and experience of the
area as some interviewees perceived the marke¢ plaa asyoung. Some of
these interviewees praised the presence of liveetstentertainment not only
because it adds to the liveliness of the area Isotlzecause it makes it safer and
helps the area’s visitor to relaxt think it's always good to have an influx of
artists, of people doing things on the streetsgisigy or presenting some type of
art form like the magician or the juggler, espelyialvhen there are audiences
around them, it makes it more cheerful. That alsintains a level of safety and

makes you feel good. That's what generates theeseinbeing happy. In other
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parts of London everything is about everyday wavkereas here everything

relaxes. (Enrique, Colombia)”.

This statement is of particular interest becausesldates the presence of street
buskers to the relaxed atmosphere of the areatiaffeits visitors pace of walk
and attitude towards each other as noted in prewgeations. Despite the positive
elements cited by the interviewee in regards to toatribution of street
performance to their perception of the area, otlempondents were heavily
critical. In some cases, they evaluated the natdirentertainment itself: The
street entertainers are not always very good, theke a lot of noise and the
people that watch them must be morons becausejust rubbish (Keith,
England)”; whilst others reflected on monotonifave never really been into a
couple of the consistent buskers. Some of therty @e me mad because they
play the same s... all the time. Because it's tyashcomparison to having high
art you know? You have this low art and high arf (. acknowledge that it's
acceptable because in the end, you need a baldrteelaness (...) But ultimately
| would prefer (...) more traditional music (KrysiAustralia)”.

It is important to note, however, that both statetseclearly illustrate how the
personal background of the interviewees influenttesr perception of street
busking. In the first case, the respondent belorigedn older age group and
identified loudness as a negative element of thea;awhilst the second
interviewee is an entertainer herself and recognibat she has a preference
towards high culture over popular forms of perfarghiarts. On the other hand,
another interviewee indicated that these buskekrtieeir audiencesappy’and
contribute to the area’s relaxed ambience. Thud, samilar to the process of
interpretation of the area’s heritage which is ueficed by the individual's
background, the presence of street entertainentegpreted subjectively by each
interviewee, who regards them as either positiveegative elements of the place

making system.
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A final consideration related to activity basednedmts of the area’s place making
system is that they strengthen and complement ooéher, creating synergic
relationships that provide the visitors with mutieted experiences in the area:
“You get the opera singers inside, the street et@ts, you get so many
different things going on you can just wonder (VHat do you think is the most
important thing?1'd say they’re all important because they all tdte to the
others, lets say tourism contributes to the artd #me commerce contributes to
that as well but then the arts contribute to conoeeaas well (Clive, England)’in
this sense, the network of place making elemerdstlaeir interactions is evident,
and are effectively regarded by the latter staténasna synergic partnership.
Further sections addressing issues related to gegaCHouse’s visitors will also
present evidence of this synergic relationship asyninterviewees indicated that
even though they visited the area primarily totviee Opera House, they also
visited the area’s shops and experienced stredtifguand engaged in other

activities in the area.

7.3.5. Summary of relationships between place makijrelements in the area
Figure 7.6 below summarises the findings relate@awent Garden’s perception
and experience of place along with the interviewessivation to visit the area
and media exposure that lead to preconceptions.
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Figure 7.6—- Summary of relationships between place making ehsna

the area
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The analysis of the interviewees’ socio demographaracteristics indicated that
the majority belonged to the younger age groupv&0 years of age and that the
majority of them were visiting from the Europeanntioent. As discussed in

previous sections, the area’s vibrancy and arragxperiential opportunities were
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identified by many interviewees as having a stroreggeal to a younger market,
and the interviewees’ nationality also plays a rate their perception and
experience of place because they tend to relataurth@n settings they visit to
what they are familiar and unfamiliar with. In tesraf the visitors’ motivation to
visit, it was interesting to note that 261 respangewere visiting the area
willingly either because they perceived it to bg@cal area to visit in London, or
because of its convenient central location proxamat other tourist areas and
attractions such as Trafalgar Square or the Britlslseum. On the other hand,
other features of the area such as the activitigistake place within it and human
based elements that characterise it motivate tleemstt and play an important
part in their perception and experience of placagwith media exposure (travel
guides, film and literature) as well as the peredipresence of green areas

because of Covent Garden’s name.

In relation to the area’s built environment, it ¢tear that the clustering of
buildings, the streets’ shape and scale that daterpedestrian visitors and
outdoors eating and drinking facilities also playiaportant role in the visitor's
perception and experience of place. Neverthelessyel@ Garden is not
experienced or perceived in the same manner thouigts different locations as
some respondent’s highlighted the contrast betvitseareas. In first instance, the
market place area is characterised by the Markdtthe provision of street
entertainment, which were referred to by an inamde astacky’. On the other
hand, peripheral locations such as Seven Dialstaneturally different because of
the smaller scale of its shops and narrower patbérits streets, attracting a
different set of visitors that in some cases aterded by the crowds that tend to

congregate in the main stream Piazza.

The latter point highlights the importance of veyrief land use throughout
different locations of the area, which are used atithct a contrasting set of
visitors seeking different experiences that areceatrated within the precinct.
The area’s commercial sector is certainly stronthwhe presence of a variety of

shops and Covent Garden Market at its core. Eatndydrinking facilities also
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succeed in attracting tourists given the outdoarstinental ambience perceived
by many interviewees that often experience the byegbaming and exploring it
which is a phenomenon that is aided by the areadegirian streets. On the other
hand, the cultural sector also proves to exert raportant influence on the
visitors’ motivation to visit the area and theirpeption and experience of place,
as many of the interviewees cited attending a perdoce as a motivation to visit
and as street busking provides the area with adttagk and attract visitors that
gather around them becoming place making eleméetadelves. Although this
activity is exclusive to the surroundings of theazza, it also highlights the
importance of visitors themselves as place makilegnents which relate to
human aspects exerting an important influence envikitors’ perception and

experience of place.

Many interviewees cited relaxation as motivation visit the area given its
convenient proximity to other busy and popular sraad attractions for tourism
along with the presence of eating and drinkinglitaes and street buskers that
endow the area with a relaxing ambience. All ofsthelements along with its
pedestrianised streets invite visitors to expesgenic through roaming and
exploring it as indicated above, which lead martgrwviewees to note howitiere
Is something different about the way in which Cov®arden’s visitors move
Their slower pace of movement also proved to eaezbnsiderable role in their
perception and experience of place, which manyheft related to the social
nature of the area. Its central location along aitharray of eating and drinking
facilities makes of the area a convenient placesémialisation attracting a variety
of visitors and granting it with a vibrant senseptdce. All of these relationships
will be discussed in detail in the forthcoming ctempand the following sections
of this chapter will focus on the findings relatea the flagship and how it

influences the visitors’ perception and experieoicglace as indicated below.

7.4. Findings related to the flagship
The third section of the interview enquired abdw interviewees’ perception of

the flagship building and its relationship with @ow Garden as an area for
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tourism and culture. This final section of the deappresents the findings
regarding the interviewees’ age and origin influegctheir perception of the
flagship as an institution and as a building, al a® the dynamics between the
flagship and the area in terms of its significansean architectural artefact and a

provider of culture.

Before presenting these findings, it is importantote that several interviewees
connected their perception and experience of dgsHip building with their socio
demographic indicators, such as their age and madiip, suggesting that these
findings are a suitable introduction to forthcomisgctions. In first instance, it
was noted that some ROH interviewees heard of thr& wf the Opera House and
were interested in visiting it because of perfosnéom their countries that
worked for the flagship’s company (full text in Agpdix F.21). In addition, 34
interviewees noted that their countries of origioyide them with examples that
make them compare the Opera House in Covent Gacdsmilar flagships in
their own countries: I"m coming from a town where there is a brillianp&a
House (...) so | am interested in seeing other @pgdouses to maybe compare
(lona, Germany)”.Another interviewee commented on national cultwmaues
that are likely to spark an interest in certainfamns and in the buildings that host
them: "La Scala is the cradle of opera, so opera is péartalian culture; it goes
to all levels of society, not only from the top lsspcated educated people but to
the lowest level. You see people that do simple jodt love opera, that know by
heart all the words of each opera. So its part of oulture. (Ricardo, Italy)”.
These statements suggest that the intervieweesitigoaf origin influence their
interest in certain art forms and make them compareies for the performing

arts with similar buildings in their home towns.

Conversely, the lack of cultural offer in some bé tinterviewees’ countries of
origin also constitutes an important considerationtheir perception of the
flagship, as another set of visitors expressed tifiait nationality makes them
appreciate the Opera House, and London as a dultestination, because of its

rich cultural resources in terms of performing afisthink it's a centre for
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culture and also for us, as tourists. In Thailand don’t have this much exposure.
So coming to metropolitan city like this is a gamgportunity for us to see and
have a chance to listen and experience Opera Ho(am, Thailand)”. This

evidence indicates that the interviewees’ counfrgrain makes them appreciate

the Opera House because of its similarities arfdreéiices with what they know.

It was also evident that age plays a role in therimewees’ interest in the Royal
Opera House, as noted by a small proportion oinldrviewees. The majority of
ROH respondents were over 60 years of age, and sbiteem recognised that
the building may be of more interest to older gatiens: ‘The Royal Opera
House is not for pupils the age of my pupils, tuey14 years old so that is really
too far off their world. They are too young. (thgy want to buy things, they want
to go shopping and go home and say | bought thid.andon. (Danielle,
Belgium)”. Further supporting this finding, another CG intewee explained that
he is open to the idea of experiencing these artad in latter stages of his life,
but because of his young age he focuses on othéwrars:’It's something that |
haven't gotten into yet. I'd “like to be very cudlly aware but probably as | age
a lot older | will probably get into and go therautbat the moment I'm into
painting and things like that but it's probably setiming | will look into (Luke,
under 30)”. The Opera House’s initiatives to engage and delitgercultural
products to younger generations also emerged aspaortant finding of this
study as addressed in further sections. Anoth@mir@wee explained how the
empty nest stage of her life age improved her fir@rprospects and allowed for
her to experience more expensive art forms, furithestrating the relationship
between age and interest in the Opera HouAkty*do you go to Opera Houses?
Because | like opera, | retired in 2004 and | alwayent to the opera in Berlin
but | decided to spread my wings and go to othacgs.Is this since you were a
kid? No, since | retired in 2004, my kids are all growp so | can spend my
money on myself for a change and this is how | pamding my money (Anne,

Ireland)”.
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The next sections of this chapter will evaluate tstors’ perception of the
flagship both as an institution and from its phgbiperspectives, as well as its

importance to the perception and experience of Go@arden as an area.

7.4.1. Perception

As indicated above, when enquiring about the imftgeof the flagship has upon

visitors’ perception and experience of the area perspectives emerged: one
concerned with the flagship as a building and ttreroconcerned with it as an

institution. This suggests that a cultural flagshgn be understood both as an
architectural artefact and as a provider of cultdifee following section focuses

on aspects related to the visual appearance ddpeea House in Covent Garden
first.

7.4.1.1. Physical appearance

The Royal Opera House’s apparent visual concealmagstmentioned 179 times,
with a large proportion of CG interviewees notihgttthey could not identify the
building despite its central location opposite tharket: 1 was hoping to find
grand architecture. Just the theatre and nothirgeedround it (...) | did not know
where it was, | could not find the entrance (..hefN my friend pointed it out to
me | didn’t understand because all | could see wareps and shops and shops
and galleries and galleries and galleries and tretiny door with its nhame on
top. One has to read and look to find it (...) | tgbul would see a grand theatre
like on other parts of the world. You go to Argeatand you see that the Colon is
there, you can’t miss it, it's inevitable to seelilooked for the Royal Opera
House but | must confess that the first time | cam€ovent Garden | did not
realise it was here. (Silvia, Bolivia)This statement highlights issues such as the
clustering of buildings and commerce in the preciht addition, it contrasts the
Opera House with other stand alone cultural flggshwhich was a recurring
issue that emerged from the data (55 interviews)s Evidence suggests that
London in general is not a monumental or formalgnped city. In that sense, the

perceived concealment of the Royal Opera Housematltluster of buildings and
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use of land makes it more typical of London thagrandiose stand alone location
would (See Appendix F.22 for further evidence af finding).

Despite the apparent visual disadvantage that dwgrgphical location of the
building has, it was also found that many intengew do not perceive a cultural
flagship of this nature according to its visualtgrdut for its role as a supplier of
culture. In this sense, even though flagship bogdican have a strong visual
influence on the visitor’s perception of an aréa, tase of Covent Garden and the
Royal Opera House is different, with its architeetplaying a secondary role in
the significance of the institutionltt's not just the building but what it represents,
the art itself (...) To me it's more a matter of witais but the building itself
(Gerald, US)". These reflections were not only gathered in regandthe Opera
House, but in more generic terms, to other flagsbipldings, as another
interviewee expressed that her favourite touristaetion in London are the
Houses of Parliamentot only because it's very impressive, but becausekes
(her) think about the people that have worked thanel how hard they must have
worked (Angelica, Mexico)”.

7.4.1.2. Contrast with other stand alone flagship dildings

55 interviewees compared the Opera House to othgsHip buildings. These

comparative references were often from the interges’ countries of origin as

noted before, but a frequent example used wasytieey Opera House. This case
study is widely discussed in existing literaturéated to flagship developments,
and it also emerged from the data when analysiegctintrast of the Covent

Garden Opera House with other flagship buildings:

“Obviously it is not quite as flamboyant as the ®yd®pera House (...)
but people talk about the Sydney Opera House mecause of its architectural
features rather than what it actually means asrstiiution for the art of opera |
guess. So | guess in many ways, ROH is probablyppbesite case and it's a
much more interesting place because of that. Itserabout the performances
that they give rather than the fact that it's auattreat. That's not what opera is
about; it's about the music and not about the botddwhere it takes place (Mike,

England)”.
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This point of view was also shared by another nésvee of Australian origin,
who agreed that the advantage of the Opera Hous€owent Garden over
Sydney’s Opera House is related to its functiopad a venue for performing arts
even though its external appearance lacks the mrsitydof the former: (ROH) is
an Opera House that works. The problem with then8y@®pera House is that the
acoustics is awful so they had to go back and reditit to put good acoustics in.
whereas CG was perfect from day one. There is red fer speakers or
microphones because it is acoustically perfect q&ri Australia)”. 18
interviewees indicated that they appreciated ther®plouse because of the high
standard and quality of its productions over itsygitael appearance, and
additional evidence that highlights the importantguality of performances over
the building’s physical attributes is included ipgendix F.23.

It was also noted that the comparative referensed to contrast the Opera House
with other flagship developments were all free diag buildings as evidence by
the following interviewee: Ithink when you have an Opera House you like & se
a stand-alone building and you have some spaceraraitiso you can admire the
architecture. Usually that's how they design the(hora, Hungary)Would you
change anything about the buildingth a simple way, absolutely like in Vienna
the big Opera House, Staatsoper in Dresden is awhlg style, its single
standing separately and here it stands in the neiddlthe big architecture group
so maybe you could miss it if you go through theet$ (lona, Germany)The
latter statement once again introduces the notiamrlman clustering affecting the
visual significance of the case study flagship. &ttwless, another CG
respondent recognised that the clustering of kagkliin London does not
facilitate the establishment of cultural flagshipsbusy areas:|“would give it
more space so that people could visualise it aradige it's there (...) everything
iIs a bit saturated. That's what happens in Londuis, very populated, very
saturated and | feel like one thing is on top &f tither and if you removed the
Royal Opera House and put it in the middle of akgde Regent’s Park | think it

would be more notorious. (Silvia, Bolivia)”.
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Similarly, another interviewee cited the case o tRoyal Albert Hall and
compared it with the Opera House in Covent Gardmmcluding that its
geographical location and free standing naturenalifor the visitor's appreciation
of its architecture. However, it is located in arlfaseparated area of South
Kensington, which was planned as a district fotwel (‘'museum polis’) and it
was mentioned by other interviewees that the Optwase’s central location
effectively harmonises with the urban village cleteastics of the area, and
represents a valuable asset to its eclectic culbffar: “I think it's something
quite special, the fact that it's sort of an intabpart of the whole layout of the
buildings. When they built it they could have #atd the whole area to have a
free standing building completely distinct from i&dl neighbours but the fact that
its kind of built into the network of streets aheé building around the Piazza is
something quite good. It's something quite Londeorking to an existing street
layout or the foundations that have existed fordreds and hundreds of years
without sort of the North American principle thatknocking something down and
building something new eradicating parts of histoijhey built it into the

environment that it sits now basically (Mike, Engl¥’.

The latter statement raises issues related to endedimension by which the
Royal Opera House is assessed by the interviewedsted to its historic
significance for the area and its relationship wittndon’s urban and cultural

identity, which are findings addressed below.

7.4.2. The flagship as an institution

All the architectural and visual considerationsspraed above indicated that the
Opera House is not only perceived and interpreseainaarchitectural artefact, but
as a provider of culture attracting contrasting s#tvisitors to the area. In this
sense, it has been found that the Royal title efitistitution has an impact on the
visitor's assessment of the flagship, leading toc@gtions of exclusivity. The
institution’s efforts to develop new audiences andmake opera and ballet

accessible to the wider public have also emergeidhpsrtant considerations to
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understand its importance for the area and for baisdcultural offer as discussed

in forthcoming sections.

7.4.2.1. Implications of the name, elitism and exas$ivity

Visitors outside the flagship building who indicatéhat they did not know where
the Opera House was located were asked how theyinedha building called the
Royal Opera House to be. The Royal status attabhdte institution’s name
proved to exert an influence on the visitor's expgons of the building, with 35
of them using adjectives that illustrate the t#lelllusion to grandeur such as
‘opulent’, ‘magnificent’ and‘spectacular. This indicates that the flagship’s name
is interpreted literally, suggesting grandiose dedure to some interviewees. It
was also noted, however, that the implicationshef ©pera House’s Royal title
were perceived as both positive and negative elssmehthe flagship as an
institution. The positive connotations of the Royatachment include the
perceived association of the institution to the ntogis monarchic history and
cultural agenda:Why have you decided to visit the Royal Opera Hotwsday?
Because | love opera and | love ballet and | loistdny and | am a little bit of a
royalist” (Dean, England)”.On the other hand, other interviewees indicatet tha
the name is a signifier of social divide and exieliag “ 1 would change the name.
| would make it the People’s Republic Opera HoWsdy would you say that?
I’m not a monarchist (Pamina, Wales)”.

Many interviewees perceived the Opera House’s @llfuroducts to be costly and
inaccessible to a wider audience. Nevertheles®r ofspondents acknowledged
that the institution’s reputation is directly assted with the high quality of its
performances, which entails higher costs of pradactind their subsequent
impact on the price of its cultural offerl tan recognise why it has to be
expensive. Opera is a very expensive art form tontnand to keep standards up
with. But for most ordinary people, it's way out afie’'s pocket to come in
regularly. We tend to go to opera in Birmingham atdhe Warwick centre they
have smaller productions coming around so we geetHaut you can’t compare it

to this really (Patricia, England)”These perceptions of exclusivity were not only
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associated with the high cost of attending a peréorce at the Opera House, but
also to its perceived concealment that lead sorterviewees to tag it as an
‘uninviting’ building inaccessible to the average visitdoés it look inviting?l
can't say. | don'’t think it does, because there aoebig open doors like in other
places. Sometimes you walk in front of a shop hadlbors are wide open so you

know you can come in. | don’t see that here (Myri@anada)”.

In most cases, the perception of the Opera House a®cially exclusive

institution was regarded as a negative elemenhefflagship. However, and as
will be addressed further on, this perception does always carry a negative
connotation, because it provides the area with dbwtrast and the ‘mix’ of

elements that were identified in previous sectiasgnotivators attracting visitors
to the area®We walked around it today and it has been accusfdaeing an elitist

organisation for people that can afford it. The @pélouse feels quite exclusive
and elitist, but the actual area feels quite opem anclusive. And you got the
market close to it, so you have quite a contrastairsmall area (Anabelle,

England)”.

These considerations suggest that both the flagshgme and its architectural
design led many interviewees to perceive it as @ablp exclusive institution.
However, the educational initiatives undertakently Opera House aimed at
developing new audiences and reaching disadvantsgedrs of the population
also emerged as issues of consideration and pravdme effective means of
improving the level of awareness of both the ingiin and its cultural products
as indicated below.

7.4.2.2. Access initiatives and the importance ofxgeriencing the flagship
from the inside

“I'm always hoping that any theatre would reachadarge audience, not
exactly to their principal audience which at thisié they are cultured people that

want to see ballet and opera and theatre of thatireg but sometimes it's a very
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limited crowd. | think once people get into it, fheant to see it more (Katrina,
us)”.

The previous statement is a suitable introductoothis section as it highlights the
importance of audience development and reviews fhibwan succeed at
generating awareness of the cultural offer of astitition and the provision of
performing arts. In this sense, and consideringlteadvantage that the flagship’s
physical location imposes on the visual perceptibthe building, it was evident
that the degree to which the interviewees assigrortance to the Opera House is
often directly associated with whether they havenbmside the building or not:
“Do you think it's an important element of Covent GBen?Not to me because |
have never been there but I'm sure it is (Anna,tda)s. 23 interviewees
expressed that the flagship is better perceivea fitte inside given its concealed
outer appearance, confirming the importance obducing the individual to the
inside of the building in order to raise awaren@dsits significance and
relationship with the areaDb you think it's a powerful visual element of the
area? | think it's much more powerful on the inside thamtside. Outside you
don’t spot it immediately like La Scala in Milanr fexample. But inside it's a
great place (Ricardo, Italy). Inside it's amazinghen you think of an Opera
House you think of a glass dome or the actual tieedtthink it's a much more
internal image | get for when | think of ROH thdue toutside. So | don’t think it's
visually important to CG because | think it is guiidden. (David, England)”

The Opera House’s initiatives to engage a widereauog emerged from the data
as some interviewees noted the positive experipn@aded by their discounted
tickets for students, which made the responderit’ &gcial. Another initiative
aimed at social inclusion and increasing culturedi@ness is the large scale relay
of live performances in high profile public aredsoughout the country. As
illustrated in the narrative included in Appendi2#, this scheme proved to be an
effective means of engaging audiences that woutdtierwise be interested in
attending an opera or ballet performance. Nevastiselthe latter activity takes

place outside the flagship building and as indidabove, the task of ‘bringing
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people inside the building’ is vital to increaseeithlevel of awareness of its
presence in the area considering its perceivedeadment amidst the area’s urban
clustering. In relation to this, the house is ogenthe general public during
designated times when they do not require a titkgb inside and make use of its
facilities, which many ROH interviewees remarkedaagood initiative, yet not
widely known by the general publicl Was pleasantly surprised when | found
that | didn’t need a ticket to come into the Opelause. It's a fantastic piece of
architecture and a lovely building (Claude, Frante) think it would be quite
good if you had a few signs out. Maybe to draw npmeple in because | think
people feel a bit worried about coming in. (...Jo¢Ranne, England){further
evidence of this is included in Appendix F.24).tdkal of 32 respondents made
reference to the House’s access initiatives.

Although the interviewees indicated that the atigi that take place on stage is
what they regard as the essence of the Opera Hihesbuilding’s added services
and facilities play an important role in the pett@p and experience of the
flagship. ROH interviewees visited the Opera Howesshop at its store, to book
tickets, to make use of its eating and drinkinglitées, to appreciate the view
from its terrace and to attend its exhibitions, eihtonfirms that the experience of
the building is not only related to the direct agpation of performing arts, but
also to the provision of these services. In thisseethe experience of being inside
the building to make use of any of them is likebyencourage attendance to a
performance, which harmonises with the flagship&diges of education and
audience developmentHas your perception of the place changed now thatiy
have been inside the buildingWell now | feel like coming to watch a show
because it's so pretty, and the decorations, thetggon the exhibition that we
just saw about Robert Helpmann they make you watdme and experience that

entire atmosphere live. (Angelica, Mexico)”.

Some interviewees recognised that the area’s wsiteed to be introduced to the
work of the Opera House in order for it to exertimifuence on their perception

and experience of the area. However, this discoygpcess can also work
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conversely, with the flagship’s visitors’ discovenf the area and its many
elements as an unexpected experiefiten sure a lot of people experience
Covent Garden because they come to visit the ROpa&ra House. It draws
people from around the world. As far as | underdt#is a pretty well respected
institution so | am sure a lot of people come dpmadly, those people who are
really into opera come from all over the world forand | imagine its reputation
spread out further than Covent Garden itself soagine that people probably
come to visit the Opera House and find Covent Gaalkind of unexpected jewel
attached to the side of it (Mike, England)”.

This interviewee raises matters related to the Wway relationship between the
area and the flagship, as well as issues concemitbdhe social implications of
an Opera House and its value for a cosmopolitatind®n for tourism and
culture. Given these considerations, the followsegrtions will evaluate the

dynamics and complex relationship between the andahe flagship.

7.4.3. Reciprocity between the area and the flagghi

Many ROH interviewees referred to the Opera Housply as Covent Garden,
as if they were synonym&The words Covent Garden go with the Royal Opera
House, everyone says Royal Opera House/Covent Ga@fethey say I'm going
to Covent Garden or somebody is playing at Covemtdén but actually what
they mean is the Royal Opera House (Dicle, Turke®ppendix F.25 also
illustrates the case of a ROH interviewee who rediu® develop any views about
the area itself, but asserted that the improved/wief the stage were a positive
result of Covent Garden’s evolution (redevelopmeriRewise, other respondents
who were interested in opera or ballet (or bothealy associated the area’s
history as a precinct for culture and the perfognarts to the presence of the
Opera House; and attempted to explain how thettoadof referring to both the
area and the flagship indistinctively by the sanane is passed on through
generations’l suppose because people have enjoyed it so rthucughout the

years, everybody knows about it and programmeskepd, parents tell their

219



Evidence Analysis | Chapter 7

children about going and grandparents talk abouard it's just impossible to

imagine Covent Garden without the Royal Opera HqMsria, Ireland)”.

Nevertheless, it is clear that this occurrenceasencommon amongst visitors that
have an interest in the Opera House’s cultural ypcedand belong to the older age
groups as illustrated by an interviewee who assediber fondness and interest in
the Opera House to her early exposure to its wdde (Appendix F.26). This was
explicitly acknowledged by another interviewee whoognised that the extent to
which the Opera House exerts an influence on tls#tovis perception and
experience of place is directly related to thefinay with the arts: T don’t think
that the Royal Opera House makes Covent Gardelods contribute but | would
say it contributes to the people that are interdgte arts. Like if you go to an
Irish pub here in Covent Garden, | don't think thageople care if there is a
Royal Opera House or not. But for those people ateinterested in the arts,
definitely, it's a reason to visit Covent GardeNiqosia, Cyprus)”.In total, 130
CG respondents indicated that the area would rethaisame without the Opera
House at its core as indicated in the next section.

7.4.3.1. Covent Garden without an Opera House

In order to further evaluate the relationship betwéhe Opera House and the
area, the interviewees were asked to imagine hove@dsarden would change if
the Royal Opera House was located elsewhere. Twp diferent perspectives
were identified regarding this topic. The first omelicating that it would not
change because of the many other elements of dsephaking system that
attracts a wide array of visitors regardless of phesence of the Opera House:
“Do you think CG would be the same without ROH thereprobably have to
say yes, | think it would probably be largely tlane because most of the people
that come here come just to experience CG itsslfl say there is obviously a
sector of people who would come here for the Opéoase but | think most
people come here regardless of the Opera Househwhay or may not be a good
thing. But | would probably end up coming here aaysveven if the Opera House

wasn’t there. (Paul, England)”.
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The latter statement highlights that personal égem art is a crucial factor in the
way the flagship is perceived by the area’s visitand the importance they assign
to it; and it implies that the scope of amenitiad attractions throughout the area
would still provide different tourist experiences its visitors even if the Opera
House was located elsewhere. This was also notechdny interviewees who
spoke of their perceptions and experience of tha and their reasons to visit; yet
were unaware of the presence of the flagship mgldit was also acknowledged
by other interviewees who expressed an affinitytfer arts but recognised that
without the Opera House, the area would still attrasitors because of its
commercial and entertainment related featuresr(tef@ppendix F.27 for further
evidence). Nevertheless, some interviewees thotlgiitthe provision of other
facilities, attractions and amenities for tourisame as a result of the presence of
the Opera House before the area developed intea@ngt for tourism: If this
wasn’t here then probably the markets wouldn’'t extndoor and it would
probably still be a fruit and veg market. But thi$racts customers from all over
the world and they can come here for the culturd aaxt door for a different
level of entertainment (Laurence, England)”.

There is on the other hand, another set of opiniansstly from ROH
interviewees that believe that the area would b&simg a key elementit“would
be like someone without a soul | thinknd what would that be likedike
anything that’s soul less, not worth worrying ab¢8usie, England) | don’t want
to imagine. | think the Opera House is the hearColvent Garden. The whole
history of the Piazza is tied up and linked withaties and the Opera House. If
you take that away it would still have some intengscharacteristics but I'm
very biased, | think it's the heart of Covent Gard®¥alerie, England) | think it
would lose its heart reallyWhat makes it its heart?lt's the quality of
entertainment and the international acclaim it kes an Opera House. And the
people that it draws to the area from all over therld. That would change if it

wasn’t here (Andrew, Scotland)”.
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The latter statement suggests that an importamhezie of the Opera House’s
relationship with the area is the influx of visgothat it attracts, adding to the
cosmopolitan ambience that has been identified nragrgortant place making
element as indicated before. The findings relatethé social dimension of the

Opera House in Covent Garden will be presentedlisexquent sections.

7.4.3.2. The flagship and the visitors it attracts

The importance of the Royal Opera House was nagt evhluated on the basis of
its architecture, but also in terms of the diversit visitors it attracts:its part of
the culture, the vibe around here. You know you tget people... there are
different crowds | suppose that are made up oéwhfit people at different times
and there is the Opera House crowd that comes rddicetimes to see the shows
and those kind of people that (...) bring an eleimterthe area which is kind of
like the show kind of theatre going people and ttiere are the other kind of
people that are here for the shopping and othed loh people that are here to
spend a nice day outside. It all adds together &#ent a cool vibrant place to be.
(Ola, Poland). It brings a wonderful influx of pdego CG. They come early but
if they can't eat in the restaurant inside they eaim CG and eat here, drink here,
whatever or go shopping. | feel that it is like aasis of creativity being
manifested. So for me it's very magical (Krysiastfaiia)’. Both interviewees
recognised that time of visit is a factor to comsidzhen evaluating the flows of
visitors in Covent Garden attending a performandbeOpera House, suggesting
that the flagship’s social significance is not ondyated to the type of visitors it
attracts but their time of visit. In this senses Hariety of visitors that are attracted
to the area because of performing arts was alsadftw be a positive input of the
Opera House upon some visitors’ experience of platke thing about Covent
Garden is that it has its hours or so. Come in tidight that's when the opera
and theatre take over, and the ballet and things that. (...) So that's when you
have a different kind of person that comes frontight. Different character of
people that's what | like, the sort of changing tooof Covent Garden. (Alice,

New Zealand)”.
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7.4.3.3. Cosmopolitanism and the importance of ang&ra House

As noted in previous sections, 15 intervieweescaigid that they enjoyed visiting
London and Covent Garden because of the diversitysdors and cosmopolitan
ambience. Opera is not an English art form, butymaterviewees mentioned the
importance of major flagship buildings devoted be fprovision of performing
arts for any large city, which adds on to theitisdaas cosmopolitan destinations:
“Most large metropolitan cities have an Opera Hoo$eheir own and that's a
mimic of London anyways, or Paris, New York (Alldew Zealand) | think every
major city really has an Opera House and becausedba is such a centre of the
arts it needs to have one so in that perspectigeaitkey thing to have. (Clive,

England)”.

It was also noted that the importance of an Opeoausd in cosmopolitan
destinations is not only associated with the ditaei visitors that it attracts, but
also to the practice of international artistic esmd®irs regarded as fine arts. A
sense of national pride in the institution was tdexd amongst some domestic
tourists, who praised the Opera House for beingadihg cultural institution that
represents the country globallyD6 you think the Royal Opera House is an
important element of the area™'s an essential element of the area, of the
nation’s life. Why do you think that is"Because | think culture matters and it's
very high in culture. Can’t say I've been to theyRloOpera more than once,
opera isn’t my thing, but nevertheless you knatis.as much of English national
life as Lords, as Wembley and many other things. tAe British Museum where
we have been today (Clive, England)”. “It's our ftage, | think it's extremely
important and it's known world-wide and it attracpgeople from all over the

world (Susie, England)”.

The latter statements emphasise the relevanceeofOghera House in Covent
Garden not only for the area but for the countsglft which was also agreed by
36 other respondents who indicated that the Operssén can be seen as an
English cultural asset. On the other hand, andicoinfy the statistical analysis

that indicated that most ROH respondents were diienésitors, an interviewee
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observed that the Opera House has a greater afgyedbmestic visitors and
Londoners, and that commerce and other featureghef area attract an
international market:1“don’t think people come to Covent Garden for Rwyal
Opera; | think they are more interested in the shapd the market. Maybe the
Opera House interests more local people you think the Royal Opera House is
more for local people then?es you don't see tourists coming to London for
opera. Maybe some sophisticated tourists (JakoBtri)’. This notion was also
noted by domestic visitors, who recognized theia@mess of the Opera House
because of their country of originDb you think CG would be the same without
ROH? | think it would be because it's tucked away incaner and un less you
know about it... most tourists don’t even realtbere. | think it's only because we
are British that we know that. So | think you caurite) easily miss it if you are an

international tourist (Roshean, England)”.

The local interest in the Opera House was expafrded different perspectives,
relating it to the part royalty plays in the coynand its role as a nurturer of
culture: “A big part of the English culture and identity lesne from the arts and
their attraction to the classics and | suppose itlagiraction to things Royal and
things of | suppose what they might consider ofenstate and the classics have
an association with that and the Opera House regmés that certain part of
society (Christina, Ireland)”.

Finally, and from a financial perspective, anotlemestic tourist mentioned the
high cost of the flagship’s redevelopment schentehas personal thoughts about
it before and after personally seeing how thesdipdiinds where spentis it
how you were expecting it to beRo, this has absolutely thrown me, it's
absolutely wonderful. When | saw how much moneyspast here | thought it
was wrong but coming in and seeing what they haeesed and perhaps the
down side is that the public doesn’t know they wank in and look. That is
definitely a downside because people out there ¢beye to the door, | said to my

grandson | don’t think you can come in they wiliothi you out, it didn’t worry
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me. To be able to come and see this, | think tlieydaing themselves a big

disfavour by not inviting the public to look at(kaurice, England)”.

The statement shows that domestic visitors, regasdbf their appreciation of
opera or ballet have an awareness of the institubecause of the amount of

public funds spent on its redevelopment.

7.5. Conclusions

The variety of experiences throughout the aredemrky reflected in the variety of
visitors that have been interviewed for this stadg the range of views gathered
in relation to their perception and experience l#Hce, and how the flagship
building influences these processes. The presdreeariety of shops, eating and
drinking facilities in the area have been identifias motivational factors
attracting visitors and having an impact on thercgption of place because of
their scale and diversity. Similarly, street peni@nce exerts an influence on their
motivation to visit and their experience of plaéerthermore, it encourages the
gathering of large groups of audiences which bectmeiselves an important
factor affecting the visitors’ experience of thegnct and contribute to its lively
and cosmopolitan ambience. The area’s pedestrieetstallow visitors to explore
Covent Garden without fear of vehicular traffic wireflects on their slower
pace of movement, and ultimately lead them to leaveaming based experience
of the area associated with its perception as tingeplace in central London. In
relation to urban characteristics, the clusterifdpuildings and smaller scale of
streets proved to exert a profound impact on thg wasitors experience and
perceive the area. However, it also affects thencgption of the Opera House
which appears to be concealed due to these cldstbezacteristics. Regardless of
this, the Opera House is seen as a catalyst forattnaction of tourists that
contrasts with those visitors seeking other expees in the area. Whilst the
Piazza and surrounding areas are popular amongaggo, international visitors;
the Opera House is visited by an older and domesdicof visitors, which
effectively contribute to the area’s cosmopolitanb&énce and diverse sense of

place. It is also evident that, the flagship casoabe seen as a national asset
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considering its reputation as a highly regardedidey of culture. This reputation

has little connection to the building’s architeeturfeatures that lack the

monumental characteristics that are stereotypicligched to the concept of an
Opera House.

All these considerations suggest that the many edsneffectively influencing
the visitor's perception and experience of the amezract synergistically with one
another, as the experience of visitors seeking lkigture is influenced by the
presence of shops and street entertainment for @ramdding more complexity
to this case study, the individual’'s personal baockgd such as age and origins
play a pivotal role in their processes of perceptamd interpretation. The data
also suggests that older visitors seek deeperralkperiences as they adopt an
inquisitive approach to exploring the precinct wdas younger visitors are
focused on experiencing more, but from the surfasedeveloped in the next
chapter. In this sense, the next stage of thidystonsists of relating these
findings with the theoretical framework established the literature review
regarding the cultural tourist, the experience wtual tourism, urban areas for
tourism and culture and flagship developments @s¢hareas. This will lead to the
identification of gaps in existing knowledge regagd the well established
precinct for tourism and the impact that the rettgu@ent of historical cultural
flagships exerts on the area’s visitors.
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8. DISCUSSION OF FINDINGS

8.1. Introduction

Given the overall aim of this study that explores influence of the Royal Opera
House as a cultural flagship on the tourist’s petioe and experience of Covent
Garden as a precinct for tourism and culture, thgpgse of this chapter is to
identify overarching themes and patterns on théshashe findings presented in

the previous chapter, as well as discussing thgitications. This discussion will

focus on the visitors’ socio demographic charastes and their impact on their
motivation to visit, their experience of place, éé of cultural awareness and
connectivity with the site. Subsequently, findingslated to the area’s

environment will be discussed, focusing on the @wit between perceptions
gathered throughout different locations. Finallie tfindings relating to the

flagship will be revisited, with a focus on its @gal appearance as a building

and its significance as an institution for the aand the destination.

8.2. Visitors

8.2.1. Background - Age

A large number of visitors of different socio demegghic profiles were
interviewed throughout a variety of locations ire tarea. In relation to these
profiles, the interviewees’ age is an indicatorcohsideration given its influence
on how tourists perceive and experience the arsaindicated in the findings
chapter, the majority of CG interviewees were ur@eryears of age, and ROH
respondents were mostly over the age of 60, suggesiat the flagship has a
stronger appeal to the older generations whereas atiay of experiential
opportunities found throughout the area tends t@cit younger visitors. These
opportunities consist mostly of shopping, eating drinking, socialising and the
consumption of popular forms of art such as strbasking. Some CG
interviewees indicated that they engage in theperences unexpectedly as they
roam throughout the area, highlighting the impareamf exploration in their
experience of place. This exploratory experiencela€e is also associated with

their age, asmany respondents noted that they are more recepfivtheir
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surroundings when they are older, seeking moreisitque and informative
tourist experiences, which can also be understgodeaper as illustrated by the
following statement: Do you think London has changed sincd?o, we have
changed (...) We are more micro, looking more nfinjomore detail (Rene, 50-
59).”

The older CG and ROH interviewees were more likelyisit specific attractions
in the area, whether it was the Opera House, SEsP@hurch or attending a
performance elsewhere. Younger CG interviewees el to cite more than
one motivation. They perceive the area as a whudenat as a cluster of sites of
interest, leading to more varied experiences. Tt suggests that visits to
specific attractions are more likely to be purpakeds opposed to the experience
of Covent Garden’s shops and street performers hwhesult from roaming,
exploring and discovering the area. However, anthdgated above, the older
age groups are more likely to roam and exploredhgst precinct, soaking in its
atmosphere and discovering its opportunities inst#a'running from one place
to the other”and ‘ticking boxes”when they are younger. A possible explanation
is that older visitors are more experienced anteb#étavelled, which leads them
to have deeper, more informative and inquisitivpegiences. In some cases, they
have already experienced the most notorious arehsitéractions of a destination
and its’ precincts. An inexperienced tourist, likeb belong to a younger age
group, tends to visit the most notable attractiamd areas for tourism as indicated
by travel guides and other forms of media. For eplammany CG interviewees
stated that although they were not drawn to tha &we a specific reason, they

wanted to visit it because it is the setting of tingsical film My Fair Lady.

Similarly, the market place area and the streekeramhers are also often
mentioned in travel guides and other media. Thésactions serve as signs and
markers, as suggested by MacCannell (1999), anceedcin attracting a set of
visitors that are not driven by a strong interesinotivation other than getting to
know these high profile sights/sites. The more erpeed and older travellers

tend to explore lower profile experiential oppoiti@s by roaming around the
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area and discovering unexpected features, descaBédems off the beaten
track”. They seek a deeper understanding of place oegehidive experienced the
typical and main stream aspects of a precinct,imgathem to more informative
experiences. The more informative nature of thesolwurists’ experience of
place is illustrated by interviewees in culturdtadtions such as the Opera House
or St Paul's Church being more inquisitive abow $lites’ heritage and history.
Similarly, older interviewees tended to develop enetaborate and explanatory
accounts of their perception of place in termshaf area’s history and heritage,
indicating the importance of their previous knovgedof place in their present
perception and experience. This knowledge is aeduihrough previous visits,
confirming that older visitors are more likely take gathered these experiences
leading them to seek more exploratory, informa#ne inquisitive experiences of

a precinct.

8.2.2. Depth of experience

Multi sensory consumption plays an important raldhe visitors’ experience of
place, as senses are stimulated by sights, sofragsances and other sources of
sensorial stimulation throughout the tourist pretiklowever, this study indicates
that a deeper tourist experience consists of niyt perceiving these stimuli, but
proactively reacting to it in an inquisitive manndihis is evidenced by some
interviewees who not only perceived the physicakpnce of St Paul's Church or
the Opera House, but entered their premises andel@aabout the sites. This
suggests that the notion of a ‘deep’ tourist exgexe can be directly associated
with the act of physically penetrating into a sparel reacting to the sensorial
stimuli by proactively seeking to learn about i€onversely, other CG visitors
were mostly driven by their eagerness to visitdtieactions noted in a guide book
(sightseeing tourists - McKercher and DuCros, 2@@wsers — Hayllar et al,
2008). Their lack of knowledge of the city makesnthseek typical experiences of
it as a destination. Once this need has been lédfilthey explore other
opportunities as they become older and more expezte The surface approach

to visiting an urban precinct evidenced in younigégrviewees can be understood
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as a ‘shallow’ tourist experience, as it entailsv Itevels of reaction to the

precinct’s sensorial stimuli.

It is clear that the eclecticism of the area hasygoeal for visitors of a variety of
backgrounds and cultural motivations, as exprebgetie following interviewee:
“What brings you to Covent Garden today&cause of all the theatres around,
the market as well, the little shops and therelsagls something to look around
like performers and all that it’s just really relexy (Maya, Mexico)”. All these
experiential opportunities related to leisure ampressed in the area in different
forms throughout its different locations. For exdenpghe Opera House and St
Paul's Church are located in the Piazza, attractmgists that seek cultural
experiences. The market place and the areas desilgfaa street entertainment
are located in immediate vicinity attracting sigigg visitors focused on leisure
and entertainment. Some CG interviewees indicdbed they visited the area
unknowingly because of its proximity to other papulareas or attractions.
However, this did not mean that they had a shakxperience of place in all
cases, as many of them praised the area for itspented features and array of
experiential opportunities, as expressly suggebtethe following statementi
was passing through here, | didn’'t even realised thas a specific area. | just
sort of wandered through and | have seen... veigrésting, very different, very
unique | have to say | very much like it' (Michael$)”. These visitors can be
understood as serendipitous tourists (McKercheraun@ros, 2002).

Conversely, many culturally motivated ROH intervems expressed reluctance to
experience any other features of the area. Hug@30] proposes that these arts
orientated visitors can be arts core or arts perglhdepending on their likelihood
of engaging in other experiences that may resofhftheir visit to a destination or
an urban precinct. Although some ROH intervieweesispd the area for its
eclecticism, older interviewees appeared to begaeful and arts core given their
unwillingness to experience the area as illustrétedhe following interviewee:
“I'm sorry; nowadays | simply come here for the @pand then make my way

back to my village outside Cambridge. Being retifed) just going around
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looking at things that you may or may not want ty bis not something that
interests me particularly. | think it would probgbinterest the much younger

rather than the retired population (Anna, over 60)”

This indicates that the area is appraised from na#fifgrent perspectives that lead
each interviewee to have individual perceptions axpleriences of the precinct
and the flagship. However, the area’s commerci@isaand vibrancy deters
tourists seeking deep cultural experiences, what ltireir visit to a specific

attraction which may impose a restriction to therméng process of discovery of
place through roaming and exploring it. All thesmsiderations indicate that the
variables to consider the tourist’'s experience lat@ are not only their level of
motivation or depth of experience, but also theiltimgness and likelihood of

being engaged by unexpected features and expati@mportunities. Although

older visitors are more willing to undertake thigperatory consumption of place
because of their previous knowledge of the arews, évident that their age may

also diminish their willingness to do so.

8.2.3. Background — Nationality and cultural distarce

Many ROH and CG interviewees associated and eeldifferent aspects of the
area according to the similarities and differenited they hold with their places
of origin. Their level of familiarity with certaielements of the area play a pivotal
role in their enjoyment of place as they are eititénacted or deterred depending
on their previous experiences. This was also thee dar their views and
perceptions of the flagship, as many of them citexdues for the performing arts
from their own countries as examples of their eigteans of an Opera House.
Similarly, they praised it as a building and agrastitution because of the lack of
cultural resources of this nature in their own daes: “Its historical significance
is the primal thing, especially coming from the Wiere there isn’'t any history.
So the cultural significance of the building and aivht represents (Doron,
US)”.This indicates that the interviewees’ interpretatod place can be the result
of sensory perception that interacts internallyhvitie filter of their own cultural

values. This process is directly associated with itidividual’s background, as
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some are excited about the new and unfamiliar veseothers escape it. Visitors
evaluate a tourist precinct according to the valdetermined by their previous
experiences which can be linked to their age, thationality, their previous

travelling experience, their level of education aother socio demographic
variables which are pivotal elements that condittite filters that ultimately

determine their appraisals of place and influehegr {perceptions and experience
of it.

McKercher (2002) suggests that visitors from cuallyrdistant regions will seek
to have deeper experiences of place because af diesire to gather novel
knowledge and experience unfamiliar cultures. Coselg, he proposes that the
culturally proximate domestic market for tourism llwiend to focus on
experiences based on leisure and entertainmerttegsare already acquainted
with the cultural aspects of a precinct and arguétalke them for granted’
However, according to these results, the intervesiveultural values may attract
or deter them from certain elements of the area Itkad to their processes of
perception, experience and enjoyment of place &sdnabove. But their level of
cultural awareness and motivation to visit willafday a fundamental role, which
are also underpinned by their personal backgrobraligh the process of cultural
appraisal that determine their preferences. Thewvidenced by the Opera House’s
stronger appeal to domestic visitors, who almosalincases expressed a keen
interest in opera and ballet. Likewise, interna@loROH interviewees indicated
that they visited the flagship because of theihesiasm for high arts. In both
cases, they used their cultural awareness to dealbba importance of the Opera
House for the area, the city and the country. Thersonal interest in these forms
of arts was to an extent influenced by their osgibut other variables such as
previous exposure also intervene in this pro¢esgas taken to dancing classes
by my mum”(Janet, over 60})his is also notable in that opera and ballet ate n
English art forms, but the Opera House’s interviesvevere mostly domestic
visitors with a fondness for these art forms. Cosely, many international CG
interviewees indicated that they focused theirt\asi leisure, entertainment and

relaxation.
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The contrasting appraisal processes that takentthgidual’s cultural values to
evaluate what is perceived are more closely reltaetthe tourist’s connectivity
with a site (Timothy, 1998), indicating that thedrviewees’ interpretation of the
area and the flagship is indeed determined by tuiural values. However, these
cultural values are not only related to the intewxees’ origin, but to personal
preferences determined by past experiences andsepgto culture as illustrated
as follows:“My parents, we went to the Opera House a lot atko we visited
some museums too, planetariums. And nowadays wetalte our grandsons
(Norma, over 60) | was brought up on a lot of biadled a lot of opera. | saw a lot

of that when | was young” (Dean, England)”.

8.3. Environment

8.3.1. Sub-areas within the precinct

The findings indicate that the area can be viewethfdifferent perspectives as
suggested by the literature reviewed in chaptdih@se are related to the contrast
between the area’s central and peripheral locatemd their corresponding use of
land and urban characteristics that attract diffetgpes of visitors. As indicated
before, the socio demographic profiles of ROH ar@ @terviewees differed
considerably. These differences were not only ifledtin the types of visitors
that agreed to be interviewed, but also in thesights regarding their perceptions
and experience of the area. The interviewees appeodhin the Piazza tended to
focus on the provision of street entertainment emimerce. On the other hand,
those interviewed in St Paul’'s Church held the 'arbaritage as central to their
perceptions of place. Those interviewed in perighércations such as Seven
Dials referred to the small scale of the area’settr and buildings. This indicates
that there are different qualities and characiesspresent to different extents
throughout the area’s locations, exerting an imfageon the visitors’ perception
and experience of place to different degrees. Thesdities, identified as urban
characteristics, human based elements and adiivitt take place; vary
considerably from one interviewing location to titber. For example, the market
place is an open area surrounded by large buildisgeet entertainers and

outdoor eating and drinking facilities. Conversebgven Dials, Broad Court and
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St Martin’s Lane are surrounded by narrow stredtere the shops are of smaller
scale and a theatre can be found in each locdtidhis sense, Covent Garden can
be understood as a multifaceted precinct charaetrby the compression of a
range of attractions that act as catalysts forisaurGiven the contrasts between
its different locations, it is not feasible to tréaas a single urban unit in central
London in terms of perception and experience of@lés an interviewee stated:
“1 kind of think about it as two separate areas atnd think around Seven Dials
are people who work and live in London and kinkmdw what they are doing
(...) Its people just stopping and having coffethwheir friends whereas when
you are going towards the market its just tourtsasging out and its people who
have come to their day trip in London almost oniday, its a bit more tacky”
(David, England).An urban precinct’s uniformity often leads similstudies to
treat these areas as a whole (Hayllar and Grif2d@05). However, Covent
Garden’s different locations are characterised ifferént features that provide
different experiences and stimulate the visitoenses in different ways. This
indicates that if a tourism precinct of this natigdreated as a single urban unit,
its understanding is limited and superficial; ahdttits diversity is part of its
appeal.

The area lacks a sense of coherence and unifobaityeen its locations despite
the ring of major roads that clearly limit it. Marof these locations present
characteristics that hold a closer resemblanceljmrang areas when contrasted
with the Piazza. For example, the peripheral Sdviats is more similar to the
adjoining Soho than the market place area. The déda@oherence between these
locations throughout the area is also notable mesmterviewees’ enjoyment of
place. Many CG interviewees indicated that theypwsyl the vibrant ambience of
the Piazza whereas others were deterred by it asférped the less busy and
smaller in scale peripheral locations. However, ti@st prominent attractions
attached to the area’s name, the market and theaQpause, are located in its
Piazza. Many tourists interviewed in peripheralloans were unaware that they
were visiting Covent Garden, especially those whbontl their way from an

adjacent area. This evidence suggests that tousetking London’s most

234



Discussion of Findings | Chapter 8

prominent areas and attractions for tourism tentima their visit to the market
place area, where the market, the Opera Houseub®e station and the Opera
House are located. These serve as the most impantRkers attached to the area
which attract sightseeing visitors, but they amited to the Piazza and its
surroundings attracting browsing tourists (Hayéaal, 2008).

8.3.2. Relaxation and performance

Many casual and serendipitous interviewees indic#tat the area’s perceived
relaxed ambience encouraged them to use it astiagespot and explore it in
some cases. However, it was also praised forlitsakcy aided by the presence of
street performers that contribute to crowdednestsipopular market place area.
Regardless of this, its visitors ‘warm up to it aewjoy visiting because of its
human feel’ (Aldous, 1992). This perception is aesociated with the provision
of facilities aimed for the purpose of relaxatiarcls as benches (both of which
are only present in St Paul's Church). It is thenho aspect and the social
interactions that take place which visitors finthrxéng. As many CG interviewees
noted, the visitor's pace of movement is slower parad to other nearby busy
areas such as Mayfair or Westminster, which makesnt relax: “there is
something different in the way that people moveCavent Garden (...) (its

visitors) are not so much in a rush, but assinilgtihe area’ (Dicle, Turkey)”

This indicates that the experience of relaxatiofCovent Garden does not only
entail sitting down or consuming food and drinkt iLacquires a more complex
perspective. It involves a slower pace of movemfacilitated by the area’s
pedestrian streets that also allowed some intergsvio experience the area by
roaming, exploring and discovering it. These explprtourists are ‘looking for
the unexpected discovery and the chance of encoutibey are) rather
serendipitous, wandering aimlessly but with hopay(kr et al., 2008:55). Many
tourists interviewed contrasted this pace of movene other adjoining areas for
tourism where it was noted that people’s pace olvenwent was faster, as
illustrated by an interviewe&When you are in other parts of London, people are

always going somewhere, going to do something, y@wWacused. Whereas here
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you feel like people are relaxed and enjoying thealk. (Silvia, Bolivia)”. The
visitor's slower pace of walk, therefore, can bedenstood as a ‘touristic
choreographed movement’ (Edensor, 1998:114) whash & profound effect on
the area’s sense of place and on the way its ¥ssfierceive and experience it.
This choreographed movement provides visitors witange of cues and patterns
of behavior that engage them and encourage thdmedome an active part of a
ritual, in what appears to be a process of infleeand imitation as tourist’'s
follow each others’ cues (pace of movement for eain Tourists in the area
influence each other’s behavior subtly whilst tgkpart in these unspoken rituals
that engage and lure other tourists to participdtbis phenomenon is related to
how its visitors behave and the impact that thihaveor has upon its
distinctiveness. When they roam through it, they/rast only gazing or exploring
(Urry, 2002), but they are effectively performingdabecoming a fundamental
element of its place making system.

All of the aspects mentioned above are closelytedldo the area’s pedestrian
streets, indicating the importance of vehiculaffitaengineered in a way that
visitors are free to roam through its streets (Akl01992). This is one of the
area’s most recognised and distinctive urban ckeniatic which provides a sense
of freedom to the visitor, a lack of fear of veHautraffic leading them to

perceive that the streets are theirs. Accordintpése findings, some interviewees
embrace this freedom by roaming, exploring andadiedng the area, which also
proves to enhance the interviewees’ experienceladepbecause it strengthens
their ‘degree of communication with other peoplelentified by Graefke and

Vaske (1987) as a fundamental aspect of a touxisereence (as cited in Ryan
2002a). The notion of co tourism suggests thatitidevidual’'s experience of

place is to a considerable degree affected by otherists’ attitudes and

experience of a tourism precinct. This is the cas€ovent Garden, as many
interviewees attributed its perceived relaxed amtweto the slower pace of
movement and relaxed attitude of others. The possexf street entertainers
around the market place area actively contributests relaxed ambience of

leisure as well. These street performances camked to the ‘rituals’ which play
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pivotal roles in the tourist’s experience of pléddtacCannell, 1999). In this case,
the notion of ritual acquires two dimensions. Thstffocuses on the performers
who ritually deliver an artistic product repeatediyd within a designated space.
Secondly, the tourists who communally gather arahedh, in some cases pay for
their songs and celebrate their performance. Tugates that the ritual of street
performance engages its audience and makes theactme part of it. These
spectators experience a sense of belonging adtfeyme an active element of a
ritual that characterises the area, providing theith a stronger degree of
communication with other spectators and the peréosnthemselves:Today
there was this person who was playing the guitad arst singing and everyone
was just standing there watching him. It's diffdréom the usual Londoners that
are just rushing around everywhere. People are gp&inding time enjoying and
relaxing” (Guy, 40-49).This can also be related to Canniffe’s (2006) viems
monuments around which tourists manifest commommWehbr. It is interesting to
note that street performance and consumption areectrated around the market
place. In this sense, Covent Garden Market candwed as a monument because
of the activities that take place around it inflaegy the tourist’s perception and
experience of place along with their behaviour lssytbecome active parts of

tourist rituals.

8.3.3. People as place making elements

Novel forms of cultural tourism provide active expaces for the user, relying on
intangible elements to engage them (Smith, 200Aahis case, these intangible
elements are the sense of belonging and acceptaaictis audience experiences
when they become part of the shows. They are stit@dilby sounds of music and
applause, partly generated by themselves, whick Bavimportant influence on a
precinct's atmosphere and have implications onpésception as a place for
leisure and relaxation (Arkette, 2004T:he people. | love it because people are
singing. There’s action, it's not boring” (Carol, t8lent) Although some
interviewees indicated that they disliked the crewgroduced by street
entertainment, they felt part of them as visitdrsniselves. In this sense, people

play a fundamental role as place making elementkeofirea. These crowds also
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contribute to the area’s safety, strengthening pé&ception as a place for
relaxation. Considering the positive and negativgplications of crowds, it is
evident that the interviewees determine optimaklewf crowdedness (social
carrying capacity - See Lopez-Bonilla and LopeziBan2008) which emphasise
the advantages (safety in example) and diminishdtbadvantages (difficulty to
walk): “Is there anything that you would change about theea? 50% of the
tourists. But they are allowed to come as muchasl@/ (Erica, Australia). It is
important to note, however, that many touriststipalarly those interviewed in
cultural attractions such as St Paul's Church &edQpera House, were heavily
critical of the nature of street performances aral drowds that they attract. In
any case, the presence of street entertainmentthathenjoyed or not, was
acknowledged by a significant number of interviesvedhis indicates its
importance as a place making element of the manlaee area and it acquires a
deeper importance from a social perspective bedaasts as a catalyst of social
interactions and sensorial stimuli for the areaisiters. However, it is also
important to reiterate that the area’s differemtakions are characterised by very
different features, and street entertainment iduskee to the mainstream area

surrounding the market.

From a different perspective, the visitor's enjoymef the area was often
associated with its perceived cosmopolitan ambientannerz (1996)

conceptualises cosmopolitanism as ‘an orientagowjllingness to engage with
the other (entailing) an intellectual and aesthstiémce towards divergent cultural
experiences (and) a search for contrasts ratheruhiformity’ (as cited by Binnie

et al., 2006:103). In this sense, the many elemehtthe area that attract a
contrasting variety of visitors not only contributethe area’s vibrancy but grant
it a cosmopolitan atmosphere. These visitors at®nly engaged by this sense of
place, but also feel like active parts of it, relgtto feelings of belonging

indicated before. They become the fundamental elesnthat make the area
distinctive (Edensor, 1998), which results in anstiating and positive experience
of place. In this sense, the notion of co tourissm once again be effectively

applied to this case study as many intervieweegtgpion and experience of
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place was directly influenced by other tourists #aimeir diversity. This effect is
not only achieved by the mingling of visitors of myanationalities, but also of
different age.The mix of the old and the newas not only frequently regarded
as positive characteristic of the built environmdnit also in terms of the range of
ages of the area’s visitors. “@ixture of old and new architecture, a mix of rang
of people, very cosmopolitan but quite nice oldiased’ (Phil, Wales)”. This
indicates that a ‘cosmopolitan ambience’ involves tdimensions. The first
concerned with its tangible elements, the al fresates and the distinctive
village-like built environment for example. The ead dimension relates to
intangible elements such a diverse, relaxed anchnibatmosphere, the sounds
emitted by street entertainers, the assortmenisitbvs and their slower pace of

movement that make them interact.

The enjoyment of the area because of the diveditys visitors increases the
opportunity to use and acquire cultural capitahfra tourist experience (Harvey
and Lorenzen, 2006). In this sense, the tourigti$opmance has implications for
the area’s distinctiveness, other tourists’ andr tbe'n enjoyment of place. This
indicates that a tourist precinct is socially comstied rather than being ‘out there’
(Blunt and Rose, 1994 in Hayllar et al., 2008)islimportant to highlight that
these precincts tend to be enjoyed by touristsgbek conviviality and value the
presence of others as an important element of todiective experience of place
(Urry, 2002). Although crowds were acknowledged esmbgnised by many ROH
and CG interviewees as an important element ofitka’s place making system,
this study has also identified ‘romantic gazers’owdppreciate solitude, privacy
and intimacy with what is visited as evidenced iy following statement:What
have you enjoyed the most about your tripfie city at night and along the river
What about it at night?The fact that it's empty, so it's mine essenti&Buy,
England)”. This is also associated with the interviewees’ amel past
experiences, as the majority of ROH respondent® voéder. It is evident that
youth equates to speed, rushing around and tidkaxgs in tourist agendas. As

they grow older and gather more tourist experiettoey seek quietness and sites
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that represent intimacy and substance. Hence, thlagehip visitors can be

understood as ‘romantic’ gazers.

8.4. Flagship

8.4.1. Stereotypical views of Opera Houses

Many CG and ROH interviewees expressed preconceptid what an Opera
House should look like. As indicated before, mahyhem used venues for the
performing arts from their own countries as exampiethese expectations. They
pointed out that the notion of an Opera House ®so@ated with grandiose
architecture and free standing buildings, as wall their detachment from
entertainment districts and popular cultd@onsidering I'm from ltaly | just find
out that that's the Royal Opera House and it doekok like an Opera House
should look like(Angelo, Italy)’. Monumentality, then, is directly associated with
the notion of an Opera House. However, as will Beuwssed further on, it is
important to emphasise that the difference betwaeenonument and a flagship
relates to both significance and functionality. this sense, the Royal Opera
House is a peculiar case study. It is perceivednasof the country’s most elitist
venues and is widely recognised for the world clgsality of its performances.
And yet, it is located at the core of an urban pr@ccharacterised by its strong
commercial sector, the celebration of popular foohsrt and is perceived and
experienced as a place for leisure and relaxatlurthermore, the royal
attachment of the institution’s name also made samerviewees expect an
opulent, free standing building that would projaanajestic image. In this sense,

the concept of cultural flagship has visual anerét implications.

Cultural flagships tend to be stereotyped as ftaadéng buildings with opulent
architectural features, often located in urbansatbhat may or may not also serve
as tourism precincts (the Royal Albert Hall for exde). But the spaces they
occupy and the area’s morphology assign the stdttlagship to a building. The
British Museum is another flagship building of irgst in this regard because its
surrounding urban environment speaks of rich hgeitamidst narrow streets and

urban density. A large courtyard paves the wayHermuseum, drawing attention
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to the building by allowing the visual perceptidnts distinctive and monumental
architecture. The urban density of the area prevtm visual perception of the
Opera House in Covent Garden despite its extensilevelopment programme.
Its potential influence upon the area’s visitorsigeption and experience of place
is directly affected by the building’s subtle ploai presence. However, the
visitor's cultural motivations play a pivotal role the process of assigning

meaning to this institution and its relevance @ dinea.

As indicated in chapter 5, the Opera House’s resldgyment scheme considered
relocating the institution to a different area wher free standing building could
have been built for a lesser cost. But this alt&raawas rejected due to the
flagship’s historical attachment to the area, whikvident in the fact that many
ROH interviewees refer to the Opera House simpl€@agent Garden. Regardless
of this, the redevelopment scheme acknowledged timportance of
monumentality as a trend in flagship developmehtsucceeded in providing the
building with a distinctive front that respondsthe ‘mix of the old and the new’
with the restoration of the steel glass made Hamiall along with the
preservation of the Corinthian columns of the mgitheatre. Regardless of the
free standing grandiose stereotype of flagship ldeweents, current trends and
practice in the development of these buildings cglebrate their heritage whilst
embracing modernity to bring them up to the milienm as illustrated by the
following statement?l think up until twenty or thirty years ago, if gone thought
about an Opera House, they would think of sometMiogorian or Edwardian
that sort of style. But | think in the last twebotythirty years there have been a lot
of those types of buildings that have been relna@ttonditioned or architecturally
redesigned. So now | think the scope is completedyn for all sorts of different
types of architecturally interesting designs foriltimgs of an entertainment
nature whether its culturally high brow or whethgs just a cinema multiplex It
has been blown wide open over the last twenty idiythiears and there’s a lot of

innovative designs in architecture, specially fateetainment (Matt, England)”.
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8.4.2. Significance

As stated above, many ROH interviewees use the @owent Garden to refer to
the area or the flagship indistinctively, indicatithat for them, that is what the
area consists of. This is also evidenced by manyhef visiting the area
exclusively for the Opera House and they feel asai attachment to it because
of their strong interest in opera and ballet. Cosely, other CG interviewees
indicated that for them, the area represents cowendeisure and relaxation.
Their dismissal of the flagship’s cultural inputates to the Opera House’s lack
of visual appeal and more importantly, because #eynot interested in high
forms of art. It was expected that the considerabbmtrast between the
interviewees’ appraisals of the importance of theei@ House in their experience
of the area would be directly related to their i@t in opera and ballet. In one
case, the majority of ROH interviewees and somer&€pondents regarded it as
an essential element of the cultural offer of theaaand the city. On the other
hand, a considerable majority of CG intervieweeghlghted that given the
building’s subtle physical presence and the wideayarof experiential
opportunities in the area, the Opera House doeexwt an important influence
in their perception and experience of place. Troesdrasting points of view are
firmly subject to their interest in the art fornteat the Opera House produces and
delivers to its receiving audience, as indicate@ logspondent: Do you think the
Royal Opera House is an important element of thea?Maybe for many people
but probably not for me, because I'm not so mucarnoérts person (Colin, under
30)".

In spite of the Opera House’s subtle physical prese many ROH and CG
interviewees indicated that they regarded the ROra House as an important
element of the area, not as an architectural a&ttéfat as an institution. They
associate this importance to its long standingiticad as a highly regarded
provider of culture characterised by excellencthenquality of its productions. In
this sense, the concept of cultural flagships &edpotential impact that they can
have on urban precincts and destinations acquir@stangible dimension directly

related to its content and not its form (Ham, 199djryne and Shewring, 1995).
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This intangible perspective can also be associatiéid the implications of the
institution’s name, suggesting that its royal saimplies high quality. In
addition, the importance of the institution was sistently evaluated from its
functionality as a venue for the performing arts. #oted by a ROH interviewee,
its suitable acoustics, improved seating faciljtieackstage technology and the
consequent attraction of famous performers puiGbeent Garden Opera House
ahead of other contemporary developments that terize led by design rather
than function. For example, the Sydney Opera Howudech is considered a
triumph of contemporary architecture and succeadsexerting a visually
stimulating physical presence to the area’s visit@ut its functionality as a
theatre was subject to criticism. This is also ¢hse with the Royal Albert Hall.
Regardless of its free standing location and distia architecture, it had to be
subjected to extensive improvement works to enh@scauditorium’s acoustics
that were inadequate due to the building’s ovalgte@Royal Albert Hall, 2007).
However, it is important to note that these consitiens are given a pivotal
importance by respondents who were interestedarctinsumption of the Opera
House’s productions. Whereas they were assigniel lit any importance at all
by CG interviewees who visited the area to shop,dak, socialise or undertake
any of the other experiential opportunities avdéah the area. In this sense, the
concept of flagship and the attributes that grabuidgding or an institution with
such status depends on the individual's inter€pera and ballet enthusiasts tend
to approach the concept by examining and assettgngature of the institution’s
produce and its quality. Conversely, the potenirgdact that a flagship may have
upon other visitors in the area will directly dedeon the building’s physical
presence. This is notable in statements like dtleving: “Unless you're an
opera fan you wouldn't seek it out. | don’t knotis in a very prime location but

it's almost tucked away it's quite private” (DeidrEngland).

8.4.3. Cultural asset for the country
The institution’s status as one of the country’sibgls of high culture leads to a
sense of national pride amongst some domestioxgsimostly in those who are

interested in these forms of art. Another set dfsleulturally motivated
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interviewees indicated that they visited the Opdoase to evaluate how the large
amounts of public spending were invested regardiésleir interest in opera or
ballet. This suggests that regardless of thesdovssienthusiasm for opera or
ballet, the Opera House is perceived as an assatcast, for the English nation.
Likewise, many overseas CG respondents mentionadthiey enjoyed visiting
London because of its cosmopolitan ambience ascatell before. They
expressed that they expected a reputable OperaeHwugenue for performing
arts in any world city, indicating that an Operaude is regarded as a feature that
speaks of a destination’s rich and high levelsdfucal offer. It is important to
note that opera and ballet are not English art $orbut over time they have
become superior artistic expressions that appegraiat status and prestige to the
destinations they are attached to and to the ubetsappreciate them. In this
sense, the Royal Opera House does not only infeisnme visitor's perception
of Covent Garden positively as a precinct for a@fibut of London as a cultural
destination:* Do you think ROH is an important element of this ea? It's an
important element of London | would say. If it'siarportant element of this area,
| wouldn't say soWhat makes it an important element of London®s an
important cultural highlight (Ulrike, Germany)”.

For the non opera enthusiast, the Opera Houseastrdoute that is expected from
a world city. However, the urban concealment of biodding prevents it from
having the Sydney Opera House effect. Arguably,fidgship’s historical value
and attachment to the area’s evolution make ughigrdisadvantage. But these
considerations are again subject to the individuiaiterest in opera and ballet. In
any case, the presence of this cultural flagshmph=aassociated with the concept
of option or existence demand, as visitors in titye ‘do not at present use and
may not have specific plans to use but (...) féelt tthese things should be
maintained so that the option to use them is alwlagse’ (Veal, 2006:61)lIt’'s a
cultural landmark in the city, it's really importarior a big city like New York,
Tokyo, Paris, even in Buenos Aires the Opera Hossalways an important

building in the city” (Brova, France).
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8.4.4. The flagship’s social input to the area

From a social perspective, the Opera House exepsweerful influence of the
precinct's ambience because of the influx of visitoit attracts.
In this sense, the relationship between the Operssél with London’s status as a
World City is not only confined to the provision ligh forms of art. But also, to
the attraction of visitors interested in these haghforms that mingle and contrast
with visitors who are not. The diversity of peoplsiting the area is a pivotal
place making element that benefits greatly frompresence of the Opera House
at its core. The market place area and periphecatibns tend to attract younger
visitors seeking leisure activities and commeregberiences, as well as a local
population focused on entertainment and the nighe teconomy. It is also
important to consider that the variety of peoplsiting the area tangibly
contributes to its cosmopolitan ambience, and tper® House is a catalyst for
the attraction of a contrasting set of visitors ithsstrated by the following
statement’ What do you think CG would be like without ROH%hink it would
be a sad loss for CG, I'm sure it would continu¢ Ibinink it draws in a different
type of person to those who come to CG for the mhgp it brings in an
international audience” (Charles, Walés)However, many arts core ROH
interviewees indicated that they only visited tmeaafor the flagship, and were
heavily critical of the area’s commercial ambienaad street entertainers
providing ‘low’ forms of culture. Nevertheless, #ee findings indicate a
reciprocal positive relationship between the ared the flagship, not only
because of the variety of visitors it attracts, betause the area’s central location
allows for easy access for domestic visitors in ditg and the local population.
The area’s wide ranging provision of shopping,reptind drinking facilities were
a