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Abstract: How do people evaluate the transformation of a local music scene under tourism? Us-
ing Jacques Lacan’s mirror stage theory, Manuel Castells’ identity theory and Erik Cohen’s authen-
tication theory, we build a framework to judge the authenticity of Naxi music in Lijiang, China,
based on interviews, literature analysis and performance analysis. The conclusions are as follows.
First, there are significant differences in authenticity among the three stages of Naxi music, as defined
by Lacan’s theory. Second, we modify Erik Cohen’s authentication concept from the perspective of
Lacan and read the spirit of persistence and innovation as “hot” authentication in the postmirror
stage. Naxi musicians have clear project identity, as defined by Manuel Castells. Project identity
means that they do not follow the mirror image of tourists blindly and pay attention to music and
their own development. This research contributes to the sustainable development of intangible
cultural heritage in tourism.
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1. Introduction

The authenticity of music performance has caused a heated debate between music
experts and performers. In 2004, a lawsuit in Lijiang, China, attracted nationwide attention.
This lawsuit was brought between the Lijiang Dayan Naxi Music Association and Mr. Wu,
an expert on the folk music of Yunnan Province. One of the focuses of their dispute was
whether the music played by the Dayan Naxi Music Association in the tourism market
is authentic Naxi music. Ultimately, the Association won the lawsuit. The lawsuit has
been subject to intense discussion, and one of the key points is striking. Mr. Ma, a lawyer
for the Dayan Ancient Music Association, believes that experts do not have the right
to authenticate local culture. Although they have not gone to court over questions of
authenticity, many tourist destinations have been criticized for commercialization.

Since the launch of the reform and opening policies of the 1980s, a large and diverse
tourism industry has emerged in the People’s Republic of China (PRC). Many ethnic minor-
ity areas (shaoshu minzu diqu) in the PRC have developed tourism [1]. Yunnan, which is
located in Southwest China, is such an area, and the provincial government identifies
tourism as a “pillar industry”. Yunnan has twenty-five officially recognized ethnic minori-
ties, which makes it one of the most culturally diverse regions in the world. This cultural
diversity, coupled with Yunnan’s spectacular mountainous topography, attracts millions
of tourists from China and abroad each year. Lijiang, the major center of the Naxi people,
was the first place in Yunnan to be listed as a UNESCO World Heritage Site (WHS). The cul-
tural heritage of Naxi music is one of the area’s main tourism resources. It has found more
commercial performance opportunities in a more open cultural environment.

However, the commercialization of tourist destinations that rely heavily upon cultural
heritage has also caused concern among some members of the public and scholars [2,3].
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Writing in the early 1970s, Greenwood pointed out that the commercialization of tourism
tends to lead to complex and even acrimonious relationships at the tourist destination
site [4]. Sustainable tourism is an important means by which local governments and
residents can promote, enrich and protect local cultural heritage [5–7]. Therefore, an urgent
task that facilitates the development of intangible cultural heritage as a sustainable tourism
resource has been strongly advised [8].

In this paper, we examine the changes in ancient Naxi music before/after Lijiang be-
came a popular tourist destination. We chose to examine ancient Naxi music (Naxi guyue)
because it can reveal the contradictions between tourism development and cultural her-
itage protection that are also relevant to the sustainable tourism of many other tourist
destinations in China [9,10].

Evaluating the tourism impact on ancient Naxi music is a key task for sustainable
tourism in Lijiang. The UNESCO World Heritage and Sustainable Tourism Programme has
five objectives. One of them is to foster an understanding and appreciation of the concept
of the outstanding universal value of cultural heritage. It also addresses the responsibility
and empowerment of local communities toward maintaining heritage properties and the
sustainable management of tourism [11]. In this regard, the vitality of culture lies in its
responsibility, communication and transmissibility [12].

Authenticity is a key concept in evaluating local heritage culture. It can be used
to evaluate not only the objective authenticity of the landscape or scene of the tourism
destination but also whether the tourists’ perception of the tourism is positive, and the
evaluation results change with time [13,14]. Simply put, authenticity is what makes one
place distinct from another and the measure by which people judge the changes over
time within a local culture [15,16]. If tourism development results in the local culture
becoming the same as that of other places through standardized and commercialized
tourism products/services, it will reduce cultural diversity [17].

How can the sustainable development of culture be understood from the perspec-
tive of authenticity? Most academic research studies authenticity from the perspective of
tourists [18,19], local visitors [20,21] and the government [22]. Some scholars have noted
that when evaluating the development of intangible cultural heritage from the perspective
of tourists and the government, it is easy to ignore the rights of cultural heritage hold-
ers [22]. Although some articles address the attitude or value of the local performers [23],
some authors are also worried that it is difficult to determine the evaluation criteria for
empowering local performers and preventing the tourism commercialization of intangible
cultural heritage [24]. Furthermore, the relationship between values of local performers
and specific cultural performance symbols in different stages has rarely been shown. But-
ler noted that in the development of tourism, the cultural identity of local residents at
tourist destinations changes over time [25]. Local people must re-examine their cultural her-
itage in light of tourism development and gradually establish self-confidence in their own
culture [26]. Evaluating authenticity from the perspective of local culture carriers is also
an urgent task [27]. This task is conducive to understanding the function and meaning of
cultural symbols to local people, and then to understanding the authenticity of culture [28].
In doing so, we hope to provide a new framework for evaluating the cultural heritage
development of tourist destinations from the perspective of the carriers of local culture.

The analysis structure of this paper is divided into the following three steps. First,
this paper uses Lacan’s mirror stage theory to discuss the various stages of tourism devel-
opment and Naxi music preservation in Lijiang. Second, it applies Castells’ identity theory
to describe the characteristics of Naxi musicians’ attitudes at the different stages. Finally,
we modify Cohen’s concepts of “cool” and “hot” authentication through Lacan’s mirror
stage theory to evaluate the authenticity of Naxi music. We use these three critical methods
to analyze the cultural vitality of Naxi music at different stages of tourism development.
This paper aims to understand the changes in authenticity of Naxi music among different
periods. Under the impetus of internal and external powers, Naxi musicians transition
from passivity to self-innovation, thus exhibiting “hot” authenticity.
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2. Literature Review
2.1. Types of Authenticity

There are three types of authenticity in tourist destinations, especially as defined
from the perspective of tourists: objective authenticity, constructed authenticity and exis-
tential authenticity [13]. MacCannell, who discusses objective authenticity, suggests that
commercialization will undermine the authenticity of a place and the real interpersonal
relationships of local people because the culture on the “stage” is not as real as the cultural
backstage [29]. Cohen believes that authenticity is constructed through people’s views,
beliefs, perspectives and powers and that authenticity is not completely objective [30].
Constructive authenticity refers to social construction. Existential authenticity refers to
authenticity as the essence of being human, that is, the surfaces of things vary widely and
change endlessly; the only unchanged thing is our common nature of perceiving others [31].

To more adequately examine the topic of authenticity, we must consider the changes
in the relationship between locals and tourists [32–34]. For local residents in tourist desti-
nations, authenticity has always been a negotiation between themselves and tourists [35].
Over time, however, the context of negotiation changes. For instance, in the early stages of
tourism development, local residents attempt to make tourists feel welcome and experience
local characteristics [36]. As time passes, however, tourists have fewer opportunities to
interact with “real family space” [37]. With the increase in the number of tourists, lo-
cal residents will use deception as a form of resistance and hence give tourists a false sense
of authenticity [38].

2.2. Lacan’s Mirror Stage Theory

In this paper, we argue that Lacan’s mirror stage theory can reveal insights into the
relationship between locals and tourists. More specifically, we apply mirror stage theory
to examine the relationship between Naxi musicians and tourists. Mirror stage theory
is used to divide the development stages of Naxi music in Lijiang in relation to tourism
development. On this basis, we then seek to establish an evaluation framework for local
cultural heritage preservation and development.

Lacan explained mirror stage theory by referring to the psychological development
of the human infant—that is, the self-awareness of an eight- to sixteen-month-old baby
when he or she looks in a mirror. When the baby looks in a mirror, he or she realizes
that he or she is both a self (broken body) and another whole being [39]. The complete
being will be confused with the self, and the baby will recognize the image in the mirror
as himself or herself. In addition, the complete image will affect the development of the
baby in the future. Lacan calls this transformation “alienation”. Lacan believes that the
mirror stage marks the emergence of a split subject—that is, someone who becomes a
person who has both an internal and an external self. The mirror stage causes the subject
to gradually separate from itself [40]. Lacan implies that the mirror stage represents the
genesis of the self and self-consciousness in the human mind [41]. By extension, Lacan also
believes that mirror stage theory explains the nature of the relationship between subjects
and society [42]; that is, if people want to realize their free development of self-spirit,
they should extricate themselves from the limited framework given by society and reach a
state of existential authenticity [43].

Lacan’s mirror stage theory has been widely used in social science research; however,
it has not received much attention in the development of local cultural heritage subjects.
Some find that his ideas are presented in a way that is somewhat perplexing and difficult
to comprehend [44]. However, it is undeniable that Lacan’s mirror stage theory is still very
useful in psychological analysis [45]. Moreover, Lacan’s interest in the philosophy of the
mind helped establish a connection between phenomenology and psychoanalysis [42].

2.3. Modification of the Concepts of “Cool” and “Hot” Authentication by Mirror Stage Theory

We argue here that Lacan’s mirror stage theory can be used to modify the implications
of Cohen and Cohen’s notion of “hot” and “cool” authentication [46]. “Cool” authentication
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is based on the judgement of expert or scientific knowledge. However, it may detach the
content of authentication from people’s daily life and even lead to cultural rigidity or stag-
nation. For example, the Maori in New Zealand make crafts as souvenirs. In selling crafts,
they seek to have the national authority label their crafts as indigenous products. However,
there are many characteristics and traditions in Maori arts. Therefore, official certification
is not conducive to receiving the full inheritance of Maori arts [47]. Another example is the
traditional houses in Hongcun Village, China. To maintain the authenticity of the ancient
village, local residents have no right to repair their own houses. This has caused some
local residents to move out of the village due to poor living conditions [48]. “Hot” au-
thentication is based on the belief and enthusiasm of the local subject [46]. For example,
Chhabra, Healy and Sills found that Scots living in the United States, Canada and other
places reconstructed the Modern Highland Games [49]. This staged festival creation is far
from its cultural origin in space and time, and many participants do not even have personal
experience with Scotland. Nonetheless, the revival of the traditional Scottish sporting
contest promotes nostalgia for the past and strengthens connections with present culture.
Therefore, people still attach a strong sense of authenticity to this event. Some scholars have
criticized Cohen’s point of view and suggested that the method of authentication needs
further discussion. For instance, Mkono believes that if expert words are used as the basis
for “cool” authentication, then “authenticity” can be reduced to a matter of “authority” [50].
Therefore, we believe that authenticity authentication should begin from the mirror image
relationship between local people and tourists and judge whether local people achieve the
promotion of the freedom of the human spirit proposed by Lacan.

Our definitions of these two types of authentication can be used to emphasize the
reflection of tourists and locals. When tourists and local people encounter each other in a
tourist destination, they play the part of mutual “mirrors”. We are not the first to suggest
this possibility. For instance, Knudsen, Rickly and Vidon used Lacan’s theory to argue
that authenticity is an illusion perceived by tourists who want to find an experience that
does not exist in their own body of alienation [51]. The authenticity perceived by tourists
is existential authenticity. Wijngaarden even posited tourist representation as a mirror to
reflect in performance what the tourists desire [52].

In this paper, we argue that it is necessary for us to add two stages: one before and
one after the mirror stage. If we want to analyze problems in tourism from the perspective
of constructed authenticity, we must understand the nature of authenticity before the
encounter between tourists and tourist destinations. Thus, we must examine the premirror
stage before the mirror stage. If we want to analyze those phenomena from the perspective
of existential authenticity, then we must understand whether there is an improvement in
the social conditions and human relationships between tourists and locals after the mirror
stage. For this reason, we add the postmirror stage after the mirror stage.

2.4. Description of Cultural Identity from Castells

To analyze authenticity, we cannot avoid the concept of cultural identity. Giddens be-
lieves that identity is the source of meaning for an actor but that it is also constructed
through the individualized process of the actor [53]. Castells defines “meaning” as the
symbolic identification of the behavioral purpose of actors. According to the difference
between the form and origin of identity, Castells divides identity into legitimizing identity,
resistance identity and project identity [54]. Of these, legitimizing identity refers to the
identity defined by the dominant social system (such as laws). Resistance identity is the
identity generated by actors who are in positions/conditions that are devalued and/or
stigmatized by the logic of domination. Project identity comes from those who have been
stimulated in terms of their resistance identity and want to establish a new social position.
Etzioni pointed out that resistance identity may be the most important constructive type of
identity in society because it is related to the formation of a community [55]. Especially in a
network society, no type of identity is essential or invariable, and all those types of identity
must be placed in a historical context to understand the foundation of their formation [56].
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In short, we wish to observe whether individuals can gradually feel liberated from
the “alienation” they experience during the process of pursuing authenticity. This kind of
“relief” is akin to the anti-alienation advocated by Lacan. On this basis, we find that the
main feature of the postmirror stage is that the Naxi musicians are opposed to the image of
alienation during the performance process. In this way, the authenticity of self and other is
achieved within a mutual mirror.

3. Research Area and Methodology
3.1. Research Area

Lijiang is a prefectural-level city located in northwestern Yunnan Province, the Peo-
ple’s Republic of China (Figure 1). The main urban center is the Lijiang Ancient Town
(Lijiang guzhen), which was listed as a World Cultural Heritage Site in 1997. Lijiang is
populated by a number of ethnic groups including the Naxi, Han, Lisu, Yi and Mosuo.
The Naxi are the largest ethnic group. There are two reasons for choosing Lijiang as the
research site.Sustainability 2021, 13, x FOR PEER REVIEW  6 of 19 
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First, the development of tourism in Lijiang is typical. Tourism in Lijiang first began
to be actively promoted and developed when it was listed by the Chinese government as a
“historical and cultural city” (lishi he wenhua guzhen) of China in 1986. Tourism prospered
even more after Lijiang Town was named a World Heritage Site (WHS) in December 1997.
Data from the official website of the Lijiang municipal government show that the number
of tourists in 1990 was only 96,000. Subsequently, the number of tourists increased to
two million in 1998. The increased numbers of tourists created a large audience for Naxi
music. The tickets for the performances of the Dayan Classical Music Association have
been described as “difficult to obtain”, which shows the high degree of tourists’ enthusiasm
during that early period of tourism development.

Second, Naxi music is both ethnic and local. Not every place in China has its own
unique music. A major feature of Naxi music is that it is both diverse and varied. Therefore,
it is very conducive to studies concerning authenticity and sustainability. The major com-
ponents of Naxi music are Baisha music, Dongjing music and Dongba music. Naxi music
has undergone many transformations over time; however, it has also maintained continuity
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over a long historical period. Naxi music traditions were greatly influenced by the Han cul-
ture. At the same time, the different types of Naxi music interacted with and were inspired
by each other. Hence, the cultural vitality embodied in Naxi music is worth studying.
Dongjing and Baisha music are the most common types of music performed for tourists in
Lijiang. In this regard, we examine the performers of Baisha and Dongjing music.

3.2. Research Framework and Methods

The data collected for this study derive from field research, interviews and textual anal-
ysis. In May 2015, September 2017 and September 2020, the authors observed Naxi music
performances in Lijiang and conducted semistructured interviews with Naxi music per-
formers and tourists (Table 1). The interviews were mainly conducted in Chinese. The main
purpose of the interviews was to determine the emotional attitudes and changes of Naxi
musicians and tourists towards Naxi music to analyze the relationship between Naxi
musicians and tourists. We also analyzed the history of tourism in Lijiang by searching and
summarizing materials related to Naxi music in books, newspapers and academic papers.

Table 1. The details of the interview participants.

Serial Number Interview
Participants Gender Age

Average
Interview

Length
Interview Focus Interview Time

N1-16 Naxi musicians
Male
87.5%

Female
12.5%

91–100 6.25%
81–90 25%
71–80 25%

61–70 12.5%
51–60 12.5%
41–50 12.5%
31–40 6.25%

60 min

The history of Naxi music
Methods of inheritance of

Naxi music
The innovative aspects of

Naxi music
Changes in tourism

performance

May 2015 and
September 2020

L1-12 Local residents
Male 60%

Female
40%

61–70 25%
51–60 25%
41–50 25%
31–40 25%

20 min

Cognition and attitude to
Naxi music

The functional connection
between Naxi music and

daily life

September 2017 and
September 2020

T1-20 Tourists
Male 50%

Female
50%

51–60 35%
41–50 35%
31–40 20%
21–30 10%

20 min

The feeling of watching a
Naxi music performance

Advice for the
development of

Naxi music

May 2015,
September 2017 and

September 2020

G1-2 Government staff Female
100%

51–60 50%
31–40 50% 60 min

The development and
transformation of Naxi

music in tourism
Methods of managing

Naxi music performances

September 2020

This study refers to the research of several scholars to describe the dimensions of
music such as instrumental form, musical style, lyrics, language, accent, instruments and
melody [57]. Some scholars believe that abstract spiritual culture is intangible and cannot
be directly linked to specific musical forms [58]. Nevertheless, there are some musical
features that are regarded as local or national cultural symbols with which people identify
emotionally and spiritually [59]. We propose identifying those features below.

The first step is as follows. Based on the previous research and against the back-
ground of global tourism, we identified three development stages of Naxi music based on
Lacan’s mirror stage theory. The stages are the premirror stage, the mirror stage and the
postmirror stage.

The analytical framework of this study is shown in Figure 2. The framework consists
of three steps.

The second step uses Castells’ cultural identity theory. For this, we interviewed
the Naxi music performers and confirmed their cultural identity in the three stages of
Naxi music mentioned above. We interviewed fifty individuals including Naxi musicians,
tourists, government staff in Lijiang and local residents. Our interviews were conducted in
pubs/cafes, performance venues, the streets in the ancient part of Lijiang Town and the
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courtyards of local residents in Wenlin Village, Sanyuan Village and Changshui Village.
Refer to Table 1 for the details of the interviews.Sustainability 2021, 13, x FOR PEER REVIEW  7 of 19 
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The third step is to determine whether Naxi music could be subject to the processes of
“hot” or “cool” authentication in the three stages. This step constitutes the innovative fea-
ture of this research, which is to improve the definition of “cool” and “hot” authentication
as proposed by Cohen. We use the modified concepts of “cool” and “hot” authentication to
evaluate whether Naxi musicians have broken the mirror image of tourists and become
their existential self in their music practice.

4. Analysis of the Survey Materials
4.1. The Legitimizing Identity of the Premirror Stage (1950s to Mid-1980s)

From the founding of the People’s Republic of China in 1949 to the development of
tourism in the 1980s and beyond, the function of Naxi music has undergone a huge change.
According to the research on the history of Naxi music, in dynastic China (before the 1912
fall of the Qing Dynasty and the establishment of the Republic of China), Dongjing and
Baisha music were mainly played on ceremonial occasions such as when conducting a
funeral. Dongjing music was also played in religious ceremonies. For example, on the
birthday of Wenchang (a popular deity found across China that is regarded as a heavenly
counterpart to the terrestrial emperor), people would go to the temple to invite the Dongjing
band to play music to hold a temple meeting. If a family member were sick, people would
also go to the temple to play Dongjing music and hold a family meeting. After 1949,
with the founding of the People’s Republic of China, the performance of Dongjing music in
the temple was considered to be superstitious and backward. Dongjing music gradually
became separated from religious rituals and was relegated to folk bands. Dongjing music
was still performed in various local folk festivals, celebrations and funeral ceremonies.
However, at this time, Baisha music is no longer used in funeral ceremonies, and Baisha
music has faced a crisis of inheritance from one generation to the next.

From 1967 to 1976, the decade of the Cultural Revolution, the performance of Dongjing
music and Baisha music was labeled “backward” and a “feudal superstition” and prohib-
ited. During this period, almost no one dared to learn the music, and all musicians were
forced to disband. Only He Maogen in Changshui Village studied Baisha music from He
Xidian at night and in secret, thereby preserving Baisha music. At the end of the 1970s,
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as China began to explore the policies of “reform and openness”, Xuan Ke, a prominent
member of the local Naxi cultural elite and a Dongjing music practitioner, reorganized the
surviving folk artists—many of whom were already quite venerable and in their 70s and
80s—and they began to practice Dongjing music for entertainment.

In this period (from 1949 to 1986), although the development of music was relatively
fraught, Naxi musicians and listeners chose to make certain elements of the music legal
but without tourists as a mirror. The characteristics of the music during this period can be
summarized in terms of seven aspects.

First, the function of the musical performances was limited. In folk activities, each piece
of music corresponds to a specific function. “Xuanbai” is a step in the funeral of the Naxi
people while playing two pieces of Baisha music, one of which is referred to as “Du”.
Dongjing music also includes some Naxi funeral music. In the funeral part of “Xuanbai”,
the band would play “Xiao baimei” (Little Plum Blossom). Some Dongjing music pieces
were played on celebration days. These included birthdays, marriage days and house
building days. Some of these dates may have been selected from the almanac to find auspi-
cious times. For such events, the Dongjing music repertoire often played was “Dao chun
lai” (In the Spring), “Jixiang” (Auspicious) and other beautiful movements. Baisha music
does not have a celebration function; thus, more limitations are placed on the audience.

Second, the lyrics corresponded to specific folk functions. For example, the lyrics
of Baisha music were mostly used to pray for peace of mind, which are also referred
to as a “Requiem”. Three of the eight movements of Baisha music have lyrics, and the
lyrics are all in Naxi. Among those movements, there are many adjectives in the lyrics
of “Stomp” (Duo cuo). This is because this movement must express the whole life of the
dead. Therefore, facing different deceased people, the lyrics of “Stomp” are also different.
In another movement in Baisha music, “A lili Gou jipe” (in Naxi), the lyrics are composed
to appease the deceased—for example, “the deceased is going to the west, please go with
peace of mind...”. The lyrics of Dongjing music are mainly composed for ceremonies.
For example, “Shi gongyang” (ten offerings) in Dongjing music corresponds to ten types
of offerings in folk activities. After each offering, the “Shi gongyang” must be played.
A slogan in the “Shi gongyang”, “The original heavenly king descends to auspiciousness,
only hope that mercy descends to the human world”, reflects the desire to pray for peace
after worshipping the gods.

Third, the top-level performers of Baisha and Dongjing music were adult males who
displayed great enthusiasm and innovation. The players of the Lijiang Dongjing and Baisha
bands are familiar with the tunes and lyrics of their music. The inheritance of both types
of music is oral. Oral teaching is characterized by the use of Gongche notation (a kind
of traditional Chinese music score) (Figure 3), which cannot be recorded with modern
musical notation. Players are required to memorize several backbone notes and master
some basic skills between each backbone tone. These skills are an important way to express
the emotions of Naxi music. The top-level musicians of Dongjing and Baisha music can
improvise according to their emotional state.

Fourth, strict methods of inheritance and learning should be used. During this period,
the way in which people learned music was to skillfully memorize the Gongche notation of
each movement. After that, they found a musical instrument teacher and learned the unique
playing skills from him. As the teacher of each instrument had his own understanding of a
specific movement, students learned the unique understanding of the instrument teacher
when they played. After students became proficient in playing, they could add their new
perceptions of the music in different situations.

Fifth, during this period, communication between the bands was shared. As all players
can add their own unique understanding in the performance of Naxi music by using
Gongche notation, there are differences between good and bad in the new performance
skills. For example, in some Naxi villages, many villagers regularly organize performances
in public places, which is an important way to improve personal music skills. They may
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learn the advantages from each other and point out some shortcomings. The most typical
example is described in the following interview:
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“At that time, we had to go to the Naxi music associations in various villages to ex-
change and learn the performance skills of Dongjing music. Different bands have
different innovation points. If you can learn the innovation points of different
bands, your own perception of music will be greatly improved.” (Naxi Musician
3, September 2020, Lijiang Wenlin Village)

Sixth, compared with innovation in performance, the types of musical instruments
were relatively fixed. This concept is related to the function of music. Baisha music uses only
wind and bowed instruments, not percussion instruments. This is also related to the sad and
sweet emotion that Baisha music wants to reflect in the funeral ceremony. Compared with
Baisha music, the obvious feature of Dongjing music is its percussion instruments, such as
drums and gongs, which reflect the solemn atmosphere of Taoist music.

In summary, before the tourist wave, Lijiang Dongjing music and Baisha music were
integrated into the lives of local musicians and residents. Naxi musicians regularly held
Dongjing music exchange activities. In this process, their performances are not limited to
playing stereotypically according to the musical notation. They can add their own marks
on the Gongche notation to play. Some good performance ideas can be shared by the
performers of various ancient music associations. At this time, although the environment
in Lijiang is relatively closed, Naxi music is open. Naxi musicians pursue the beauty of
music and resonance and harmony with others, thus showing the authenticity of the “hot”
authentication of local musicians. Therefore, we believe that the authenticity constructed
by Naxi musicians can pass “hot” authentication at this stage.

4.2. The Break from Legitimizing Identity in the Mirror Stage (Mid-1980s to 2007)

The development of tourism further stimulated the emergence of some new groups
of Naxi musicians. In 1979, relevant departments of the Lijiang government encouraged
some old artists to play Naxi music. As a result, activities that were centered around Naxi
music gradually began to (re)appear. In the late 1970s, the performances of Dongjing music
gradually entered a new period of prosperity. In the mid-1980s, the Dayan Classical Music
Association was established. It was the first official association for Naxi music after the
Cultural Revolution. Niu Weijiong was the manager, and Xuan Ke was the deputy manager.
Later, additional Naxi music associations were established in other parts of the Lijiang
region such as in Baihua, Changshui, Jinshan, Baisha, Lashi, Shigu, Judian and Wenming.
In 1997, seventeen Dongjing Classical Music Associations were registered. Regarding the
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sustainability of Baisha music, the heritage practitioner He Maogen continued to encourage
the inheritance of the music between family members, which is helpful for training and
reducing economic disputes when musicians perform for tourists. Thus, this system of
inheritance is quite different from the former method of transmission.

To satisfy the needs of tourists, changes were made in the legitimacy elements of Naxi
music in the premirror stage. Some Naxi musicians held the opinion that tourism could
provide a platform to showcase Naxi music, and at the same time, they could also obtain
some income. The legitimacy arguments can be summarized as follows.

First, they separated music performances from folklore activities to adapt to tourists’
itineraries. In the early 1980s, during the early stage of tourism development in Lijiang,
there were few tourists. Xuanke and other Naxi musicians would take the initiative to
recommend Naxi music to tourists in some bars at the time and organize musicians to play
music for tourists. Naxi music was played once a week on average. After Lijiang Town
became a national B-level open zone in 1986, the number of foreign tourists visiting Lijiang
Town gradually increased. At that time, there were few hotels in Lijiang. The Lijiang Hotel
was one of the better hotels in the area. Xuanke and other Naxi musicians were invited to
the hotel to play for the tourists.

Second, to adapt to the tourist atmosphere, Naxi musicians gradually changed the
inherent combination of musical instruments. To attract tourists, some performing bands
added new instruments, such as percussion, to the performance of Baisha music. One Naxi
music performer explained the following:

“Originally, the musical effect of playing with instruments was relatively quiet.
Due to changes in the playing scene, we added some percussion instruments to
enhance the performance.” (Naxi musician 5, May 2015, Lijiang Ancient Town)

Third, many young people’s purpose and way of learning Naxi music have changed.
To quickly accommodate the stage performance to the tourism context, many young people
no longer recite the Gongche notation but directly read modern musical notation to play
various musical instruments. The advantage of this is that a musician can quickly learn
to play a certain tune; however, the disadvantage is that it is more difficult to innovate.
One Naxi musician stated the following:

“I have two apprentices like this. It takes three days for one apprentice to learn a
piece of Gongche notation and memorize many “additional” skills. Another ap-
prentice only used modern musical notation to learn, and it only took just over
an hour to learn a piece of music, so he quickly learned and found that learning
music was very simple, and he no longer thought about further innovation.”
(Naxi musician 3, September 2020, Lijiang Wenlin Village)

“At that time, I really thought about how to make money every day, opening a
restaurant during the day, and participating in the Dongjing music performance
at night.” (Naxi musician 6, September 2017, Lijiang Ancient Town)

Fourth, the movement of Naxi music performance should also be adapted to the stage.
In terms of the meaning of the lyrics, many performers will choose “Bagua” (The Eight
Diagrams), “Jixiang” (Auspicious), “Yuanshi” (Primitive) and other ceremonial repertoires
that were originally performed in marriage and birthday celebrations. For the length of the
performance, some musicians will choose the repertoire according to the audience.

Fifth, the Naxi musicians also broke the rules that only men can participate in the per-
formance by training actresses to perform with the musicians (see Figure 4). These changes
were made to cater to tourists’ expectations but not to Naxi musicians and local people.
They pursued the transformation of this musical art at the cost of the legitimate musical
identity. As one performer explained.

“Later, many women in the village gradually began to learn Naxi music because
tourists came and asked why they were all male musicians.” (Naxi musician 6,
May 2015, Lijiang Ancient Town)
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Sixth, to enhance the understanding of tourists, many musicians add commentary.
Mr. Xuan Ke of the Dayan Ancient Music Association will add Chinese and English commen-
tary to the ancient music performance every night. Baisha music inheritor Mr. He Lingyi
will not only introduce the meaning and function of the music but he also tells the story
of the inheritance of Baisha music to tourists. Many tourists are moved by the difficult
inheritance process of traditional music.

Sustainability 2021, 13, x FOR PEER REVIEW 12 of 19 

length of the performance, some musicians will choose the repertoire according to the 
audience.  

Fifth, the Naxi musicians also broke the rules that only men can participate in the 
performance by training actresses to perform with the musicians (see Figure 4). These 
changes were made to cater to tourists’ expectations but not to Naxi musicians and local 
people. They pursued the transformation of this musical art at the cost of the legitimate 
musical identity. As one performer explained. 

“Later, many women in the village gradually began to learn Naxi music because 
tourists came and asked why they were all male musicians.” (Naxi musician 6, May 2015, 
Lijiang Ancient Town). 

Sixth, to enhance the understanding of tourists, many musicians add commentary. 
Mr. Xuan Ke of the Dayan Ancient Music Association will add Chinese and English 
commentary to the ancient music performance every night. Baisha music inheritor Mr. 
He Lingyi will not only introduce the meaning and function of the music but he also tells 
the story of the inheritance of Baisha music to tourists. Many tourists are moved by the 
difficult inheritance process of traditional music. 

Figure 4. Naxi music performance of the Dayan Ancient Music Association. The photo was taken 
by the author in 2020, with the permission of the concert. 

Seventh, in addition to adding commentary, Naxi musicians have also adapted lyr-
ics to enhance the tourists’ understanding. In 1985, Xuan Ke set the poem “Langtaosha” 
(Waves Washing the Sand), which was written by Emperor Yu Li (937–978) of the Tang 
Dynasty, to the lyrics of Dongjing music (Table 2). This was because most tourists from 
China are familiar with Emperor Yu Li’s poems. This music adaptation resonated with 
many Chinese tourists. The following words from the interviewees provided confirma-
tion. 

“My favourite piece of Dongjing music is “Langtaosha.” I had never expected to 
hear the original song of that familiar poem in Lijiang.” (Tourist 2, May 2015, Lijiang 
Ancient Town) 

Table 2. Lang Tao Sha: a lyric of Naxi music. 

Original Chinese Lyric English Translation 
帘外雨潺潺 The murmur of rain could be heard 
春意阑珊 The smell of spring faded 

Figure 4. Naxi music performance of the Dayan Ancient Music Association. The photo was taken by
the author in 2020, with the permission of the concert.

“We can gain a better understanding of Naxi music through the commentary.
Additionally, I even think that the explanation is more moving than the Naxi
music.”(Tourist 1, May 2015, Lijiang Ancient Town)

Seventh, in addition to adding commentary, Naxi musicians have also adapted lyrics
to enhance the tourists’ understanding. In 1985, Xuan Ke set the poem “Langtaosha”
(Waves Washing the Sand), which was written by Emperor Yu Li (937–978) of the Tang
Dynasty, to the lyrics of Dongjing music (Table 2). This was because most tourists from
China are familiar with Emperor Yu Li’s poems. This music adaptation resonated with
many Chinese tourists. The following words from the interviewees provided confirmation.

Table 2. Lang Tao Sha: a lyric of Naxi music.

Original Chinese Lyric English Translation

帘外雨潺潺 The murmur of rain could be heard
春意阑珊 The smell of spring faded

罗衾不耐五更寒 Silk quilt cannot defend the cold at night
梦里不知身是客 I was an insider that only be dreamed
一晌贪欢 Peace came to me at dreaming moment
独自莫凭栏 On the porch alone and looking out
无限江山 Gaze motherland in the remote

别时客易见时难 Break up with it easy and reunion is difficult
流水落花春去也 River flow, falling flowers and spring gone together
天上人间 The past was in heaven and now is on the ground

“My favourite piece of Dongjing music is “Langtaosha.” I had never expected
to hear the original song of that familiar poem in Lijiang.” (Tourist 2, May 2015,
Lijiang Ancient Town)
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However, this adaptation also caused another lawsuit. Due to the great success of
Li Yu’s poems in the tourist market, Dongba Palace, another place where Dongjing music
is performed in Lijiang, also uses Li Yu’s poems. The Dayan Ancient Music Association
believed that the performers of Dongba Palace had infringed on copyrights and took the
performers of Dongba Palace to court.

At this stage, the Naxi musicians broke with the legitimizing identity originally rooted
in the locality according to the tourism situation. They resumed their performance of Naxi
music after decades of prohibition and, in the new environment of “reform and openness”,
they made changes for the development of the music to suit the new circumstances.
During this period, tourists began to express a passion for Naxi music because they could
understand some of the context of Naxi music and envision the music to be authentic.
However, these changes cater only to tourists’ views. This development impairs the
subjective vitality of the musicians. At the same time, it can be seen from the above analysis
that music performance at this time contains many elements of commercial competition,
and there are many nonshared, rigid and even sharp elements. The authenticity perceived
by tourists in this context can be regarded as a form of “cool” authentication.

4.3. Project Identity in the Postmirror Stage (2007 to Present)

The major distinguishing feature of the postmirror stage is that the Naxi musicians no
longer passively cater to tourists’ consumption preferences. After the lawsuit between the
Dayan Naxi Ancient Music Association and Chinese intangible cultural heritage protection
experts in 2004, many scholars believed that the performance of Naxi music was eroded
by commercialization. In addition, the tourists did not respond as enthusiastically as they
had before. Some scholars believe that many of the interpretations of the Dayan Classical
Music Association did not relate to objective facts. They felt that such performances might
“deceive” the vast number of domestic and foreign audiences but not the scholars [60,61].
Scholars also believe that the performances by the Naxi musicians in this context always
include the playing of specific movements or pieces of Naxi music every time. The result is
that most parts of Naxi music are not incorporated into these regular performances and
would thus be gradually forgotten. After 2006, “Yinxiang Lijiang” (Impression of Lijiang)
and other external performance institutions and capital injections greatly diverted tourists
who watched Naxi music performances. After 2007, the number of visitors to the Classical
Music Association to listen to Naxi music was only approximately two thirds of that of the
mirror stage.

In 2006, China announced the first series of national intangible cultural heritage
designations, and the intangible cultural heritage designations in various regions also began
to actively be declared. This also forced the Naxi musicians to rethink and reorganize their
own music and adjust the development of the music. The Baisha music player He Linyi
rearranged the eight movements of Baisha music and was successfully approved as a
national intangible cultural heritage inheritor in 2011. During the four years from 2012
to 2015, he organized more than ten people to perform public welfare performances in
the Guanyinxia tourist attraction in Lijiang. He described his path towards inheritance
as follows:

“The inheritance and development of Baisha music must be divided into two
paths. One is the original inheritance of Baisha music. The other is that it can be
adapted in the performance. For example, I will also add some elements of the Bai,
Yi, and Lisu (some ethnic groups of China) music melodies to the performance of
Baisha music, but I will explain which other ethnic groups I have added before
the performance.” (Naxi musician 2, September 2020, Lijiang Changshui Village)

Facing the impact of external capital and the support of national policies, more Naxi
musicians such as He Linyi gradually established a new project identity. Their project
identity is characterized by adhering to their own culture, creating new Naxi music,
holding their own cultural festivals and playing for self-entertainment even when there are
no tourists.
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For example, very few tourists come to the Dayan Ancient Music Association to listen
to Naxi music now, in sharp contrast to the popular bar street next to the Ancient Music
Association. Despite this, the musicians still insist on performing every night. A Naxi
musician described the situation as follows:

“We will still insist on performing the music, even if there are only five people in
the audience listening to Naxi music (at the Dayan Classical Music Association)
every night.” (Naxi musician 6, September 2017, Lijiang Ancient Town)

“The bar next to the Dayan Classical Music Association is very noisy, but there
are only a few people listening to Naxi music. Additionally, these old people
still insist on performing; I admire their persistence.” (Tourist 6, September 2017,
Lijiang Ancient Town)

During this period, many villagers in Lijiang still spontaneously organized the perfor-
mance of Dongjing and Baisha music. For example, the elderly in Wenlin Village organize
playing music at the village committee every Monday and Thursday afternoon (Figure 5).
Many of them began to learn Naxi music after retirement; therefore, they usually use mod-
ern musical notation. However, they learned their fingering skills from skilled musicians
who are proficient in Gongche notation. Since 2012, with the support of the Lijiang Govern-
ment Ancient Music Associations, more than 20 villages have taken turns performing on
the stage of Heilongtan Park every Tuesday and Thursday afternoon. As the performance
of these players is not very proficient, the musical teachers come to provide guidance
every time.

In the process of playing, the musicians do not rigidly stick to the music. In the absence
of tourists as mirrors, to improve on their performance of Naxi music, the musicians have
made the following improvements.

For the musical notation, the inheritor of Dongjing music created a new form of
musical notation, which corresponds to the modern numbered musical notation and
Gongche notation. The advantage of this is the use of modern music notation to play the
instruments and the use of Gongche notation with the lyrics to facilitate singing the songs.
The music sung in this way is closer to the original Naxi style (Figure 6). Another advantage
of this approach is that the performers can choose the musical notation that is more familiar
to them.

In terms of musical instruments, some high-level musicians have also tried to add
the Xiao (a traditional Chinese musical instrument) to Dongjing music. This is because the
Xiao was used historically in Dongjing music. In addition, in a more open environment,
some Dongjing musicians have transformed their instruments by incorporating modern
musical instrument production technology. One disadvantage is that the former pipas
(a type of lute) in the Lijiang area were vulnerable, low in volume and inaccurate in tone.
To overcome these shortcomings, the Naxi musicians invited a senior technician from the
Musical Instrument Factory in Suzhou to modify the pipa. First, the belly was changed
from one piece of wooden board to three pieces. Second, to improve the accuracy of tone,
the distance from the head to the tailpiece was shortened, and strings were changed to
thicker ones. Third, to increase the volume, the sound hole (half-moon) was enlarged,
and a sound post was added behind the belly (Figure 7).

In the lyrics, the Lijiang Dongjing musicians added poems that were more in line
with Taoist music. Taking “Langtaosha” as an example, some musicians put Lv Dongbin’s
poem to the tune of the same title. Lv Dongbin was the founder of the Quanzhen School of
Taoism in the Tang Dynasty. According to legend, he also made Taoist music, which was
free and closer to nature. Langtaosha music is more in line with the elegant style of Taoist
music as opposed to the feeling of desolation conveyed by Li Yu’s poems. In addition, some
Naxi musicians have sought to resume the Dongjing concerts of the late Qing Dynasty and
early Ming Dynasty. They hung a portrait of god Wenchang at the performance venue
and arranged instruments on stage according to the eight diagrams (eight combinations of
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three whole or broken lines formerly used in divination) (Figure 8). The performance was
not only designed to entertain people but also dedicated to the gods of Taoism.
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In summary, during the postmirror stage, the Naxi musicians still insisted on playing
Naxi music, and many tourists were impressed by their insistence that it reflect authentic
Naxi culture. Although the Naxi musicians still perform for tourists, they no longer cater
solely to them. In terms of performance, they pay more attention to the innovation of lyrics,
notations and musical instruments to obtain a better expression of Naxi music. They have
gradually established the concept of music inheritance and innovation methods, and these
methods are shared. According to Castells’ theory, the Naxi musicians have gradually
established a new project identity. Therefore, it can pass the authentication test of being
“hot”. In fact, the previous studies on the relationship between music and tourism show
that there are two paths for local musicians: the first is that in the development of tourism,
musicians should not just play music on the stage but should rather make tourists feel
enthusiasm and encourage them to become part of the culture [62,63]. Second, artists must
adapt to the new context and actively control their art [64]. The current study found that
the Naxi musicians are similar to the latter. They not only preserve the cultural heritage in
the wave of tourism development but also enrich the cultural connotation of their art form.

5. Conclusions and Discussion
5.1. Conclusions

First, through the change in the relationship between tourists and performers, we can
use the mirror theory to divide the tourism development stage. Although the tourists’
“mirror” function has led to changes in Naxi music, which formed as a legitimizing identity
in the premirror stage, it may be a positive stimulus on local music in the postmirror
stage. In the premirror stage, which is before the development of tourism in Lijiang Town,
Naxi music formed a series of elements that we term a legitimizing identity. In the mirror
stage, which was the first twenty years of tourism development in Lijiang Town, the Naxi
musicians passively catered to the preferences of tourists. This catering sometimes caused
damage to the original legitimizing identity of Naxi music. In the postmirror stage, the Naxi
musicians took the initiative to control the music, not only authentically inheriting the
music but also actively overcoming the shortcomings of Naxi music.

Second, comparing the evaluation of the authenticity of local music from the perspec-
tives of tourists and performers, this paper evaluates the development of local music from
the perspective of insiders and outsiders over a long period. The humanist perspective is
necessary to examine the authenticity of both locals and tourists. We do not emphasize
the common elements identified by two groups, tourists and performers; rather, we are
interested in what the two groups share. In the globalized world, legitimizing identity, resis-
tance identity and project identity are not the final aims of the Naxi musicians themselves.
The promotion of humanity is their essential aim that can be shared with other people
(including tourists); that is, by both performing music and enjoying it, Cohen’s concepts
of “hot” and “cool” authentication were modified by this research. These aspects can be
explored in other places if scholars want to evaluate changes in local cultures. We think
that the research framework of this article is suitable not only for evaluating the impact of
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tourism on local culture but also for evaluating the impact of various human activities on
sustainable local culture.

Third, Castells’ identity theory effectively describes the transformation of Naxi mu-
sicians’ emotional attitude in different stages. In Lijiang, the project identity of local
musicians is clear, which is an important manifestation of cultural vitality. The Naxi mu-
sicians have found appropriate ways to make real progress in the performance of Naxi
music. This research modified the concepts of “hot” and “cool” authentication and applied
them to evaluate the progress of Naxi music. The “hot” authentication is shown in the ex-
pression and inheritance of the local culture by the Naxi musicians. They work to improve
traditional musical knowledge and performance skills, thus forming a driving force for
sharing their music with others. The “cool” authentication is shown in the mirror stage.
Some Naxi musicians have lost the charm of traditional culture to cater to tourists. It is
easy to lose oneself or one’s project identity when people simply cater to others’ tastes.
Under the impact of global tourism, the Naxi musicians began to lose themselves and later
reawakened. This process gives us hope for local music in the future.

5.2. Discussion and Future Research

The first issue to be discussed going forward is whether it is feasible to judge local
culture only by the authentication of being “cool” or “hot”. In this paper, we define “cool”
and “hot” authentication from the perspective of mirror stage theory. This modification
may be an effective extension of the concept of authentication by Cohen by which we
can achieve a more humane understanding of the musicians’ change of music in tourism.
However, contemplating humanity’s progress and freedom is a never-ending process.
There are some questions that scholars have not yet answered. For example, a scholar took
Lacan’s psychoanalysis as a primary perspective to discuss wilderness and nature tourism
in the Adirondacks of upstate New York, USA [65]. When discussing wilderness as a tourist
object, he could not answer which kind of nature is more suitable for human progress.
The discussion of alienation is not final. Therefore, the discussion on the authentication of
“cool” and “hot” in this paper remains an open question.

The second issue that should be discussed in the future concerns who has greater
authority in the determination of authenticity: tourists or local people. Through this
study, we find that Lacan’s mirror stage theory can reveal the changes in the relationship
between the host and the guest in tourism. In an ideal condition, we might assume that
the humanity of tourists and locals would be fully developed when considering tourism.
However, in reality, the situation is rarely a win-win situation. The answer is better
considered as whether developing should be based on the development of local people or
the demand of tourists. If the number of tourists is large and the number of locals is small,
it is impossible to determine who has greater authority based on the number of people.
At the same time, due to the continuous development of local culture, we cannot yet assess
the degree of “hot” authentication—that is, the extent to which tourism having a positive
impact on local culture can be considered to be “hot” authentication.

In practice, we can learn the possible development stages for similar tourism destina-
tions through case studies. Therefore, the results of this paper would be helpful to handle
the relationship between music protection and tourism development. Innovation is an
important way to realize the sustainable development of culture. In terms of how to define
innovation, it is not reflected in the transformation of culture; rather, the deeper driving
force is that musicians establish a project identity of music development on the basis of
understanding music. Musicians not only adapt to the development of the times but also
enrich the artistic charm of music. We cannot ignore that the open cultural system can
provide more possible paths for the innovation of local musicians [33]. The conclusion of
this study is applicable not only to Naxi music but also to the evaluation of other similar
performing tourism projects.
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