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towards the medium. It enabled me to create elaborate story-worlds in 
my head, but also stirred my imagination of places known-unknown and 
near-afar. Moving away from Bombay further intensified the feeling, that 
allowed me to now connect my being with familiar places from ‘Home’. 
As such, the role of Hindi cinema has been fundamental in enabling me to 
find connection — to people, places, and characters. On this dissertation 
journey, I met many like me who openly shared about these connections 
they have with Hindi cinema, on different levels. People like me, who form 
the diaspora, who connect with the imaginaries of the soundscapes and 
who finally crave the feeling of ‘Home’ abroad. As such, this dissertation 
has been personal journey in finding answers to several questions and I was 
lucky to have found great company along the way.

Despite being an intense, long, and tumultuous one, this journey has given 
me many nice moments that I know I am going to cherish for a long time. 
A particularly enriching part of the PhD journey has been the opportunity 
to meet and learn from many different people. First of all, I would like to 
thank my supervisor Stijn Reijnders, for trusting me with this job, and for 
the opportunity to make this project my own. I have really learnt many 
things on the job, and for that, I am thankful to your mentorship. Your 
presence, guidance, and empathy have moulded my approach to academia. 
I am deeply grateful for that. Your emphasis on work-life balance has been 
exemplary and that has always encouraged me to find that balance in my own 
journey. Your enthusiasm and energy for research will continue to inspire 
me. Your advice has encouraged me immensely, so thank you for that, Stijn! 
Next, I’d like to thank Payal Arora, for being my second promoter. Your 
feedback on the articles, your interesting perspectives and positive words 
have really helped me.

Thank you to Filip Vermeylen for always being up for a nice conversation 
(invariably about Bombay!). It was really nice to have someone at the 
department share a similar passion for the city as I did. Thank you for 
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to share my work at interesting places and forums. Also, thank you to the 
the members of my doctoral committee who with their evaluation and 
discussion of my work challenged me to think more clearly.
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One of the most crystalline memories of my travel to a small town in 
the south of Lucerne, Switzerland is the image of the train halting at this 
quaint terminal Swiss town, and streams of Indian tourists stepping out 
of the train. The mélange of Indian languages and attires on the station, 
juxtaposed against the backdrop of the snow clad Swiss Alps, proved its 
previously made comparison with the Indian Himalayas seem somewhat 
reasonable (Gyimóthy, 2015). As I walked further, I came across Hindi-
language signboards at a kiosk while getting coffee. Admittedly, for my 
first ever trip to Switzerland, I least expected to acquaint myself with Hindi 
language signboards. The two languages that were used to advertise the 
offerings at the kiosk were English and Hindi. Not German, nor French, 
but Hindi, which is one of the two official languages in India that is 
located thousands of miles away from the continent of Europe. This created 
abundant intrigue in my mind. As I reached the peak of Mt. Titlis, 11000 
ft above sea level, to my surprise, there stood a life-sized poster cutout of 
an iconic Bollywood1 film Dilwale Dulhaniya Le Jayenge (1995), that tourists 
queued to take pictures with. Not to mention the Indian buffet served on 
Mt. Titlis. The excitement of these tourists to visit this location popularized 
by Bollywood’s indelible association with Switzerland; was evident in their 
eagerness and enthusiasm about being in the lap of Bollywood, almost as 
if the rest of what the place had to offer, hardly mattered.

Being confronted by many such signs allowed me to think about how 
deeply Indianness was embedded in the workings of a remote Swiss 
town, despite its distance from India both cartographically and culturally 
(Gyimóthy, 2018) and lacking a significant Indian diaspora. Switzerland’s rise 
in Indian-middle class travel itineraries has been attributed to the sustained 
imaginaries of the destination propagated through Bollywood cinema, and 
the Alps have become a must-see ‘bucket list’ destination amongst the 
Indian travellers to Europe (E.g., Schneider, 2002; Gyimóthy, 2015; 2018, 
Frank, 2016). This visit satisfied my intrigue about the myriad connections 
I drew, particularly about the rise of the Indian-middle class in the global 
touristic streams and the potential role of one of its drivers, ‘Bollywood’, 
India’s Hindi-language cinema industry (Gyimóthy, 2018). However, this 

1 Choice and use of terminology explained later in the introduction.
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textbook case is only one such example of a larger trend unfolding within 
contemporary culture.

Bollywood fans’ interest in travelling to places popularized by Bollywood 
cinema has witnessed remarkable growth since the past decade (See: 
Harjani, 2011; Achrekar, 2014; Angmo & Dolma, 2015). Moreover, within 
contemporary Bollywood cinema, the role of ‘place’ and ‘travel’ is increasingly 
becoming directly and indirectly central to the stories. Films like 3 Idiots 
(2009, Dr. Rajkumar Hirani), Zindagi Na Milegi Dobara (2011, Dir. Zoya 
Akhtar), Yeh Jawaani Hai Deewani (2013, Dir. Ayan Mukherji), and Dil 
Dhadakne Do (2015, Dir. Zoya Akhtar) are some prominent examples of how 
the background of travel is being leveraged into popular storytelling. This 
has led to a steady intertwinement of culture, place, and travel in Bollywood 
cinema, creating a need for the upwardly mobile Indian middle-class to 
seek places and experiences inspired by these films (E.g. Harjani, 2011; 
Nanjangud, 2020).

While the act of travelling to places related to Bollywood productions 
is witnessed only recently, the idea of showcasing desirable landscapes in 
Bollywood cinema started as early as the 1960s. Films like Sangam (1964), 
Love in Tokyo (1966), An Evening in Paris (1967), Silsila (1981) were some films 
before 1990s that were instrumental in introducing Indian audiences to the 
foreign landscapes by basing stories and/or songs in various picturesque 
locations. Not only global destinations like Paris, London, Italy, or Tokyo 
but out-of-reach domestic landscapes (such as Kashmir) were also brought to 
light by films. These films piqued the destination imaginaries of the Indian 
middle-class audiences for whom visiting was not always feasible, either 
due to financial or sociopolitical reasons. Mazumdar (2011, p.130) credits 
this change in storytelling to “the arrival and use of color, lighter cameras, 
and new technologies of sound [that] created a desire to break out of the 
physical confines of the studios” and therefore the theme of travel became 
increasingly common and effective in mobilizing “new imaginations of 
space” (p.130). Shooting on-location enabled a certain “postcard imagination” 
(Mazumdar, 2011, p.130) to surface that roused a first interest in experiencing 
those locations at in person.

Particularly in the past decade, with advanced developments in Bollywood 
production tactics (leveraging Bollywood music videos or filmi songs for 
destination promotion), newer affordances of cinematic storytelling (e.g., rise 
of the experiential Bollywood theme parks), and at the same time the fast-
growing disposable incomes of the Indian middle-class, with the formidable 
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diaspora of 18 million Indian audiences inhabiting the world (PTI, 2018), 
there remains a lot to be discovered about the phenomenon of Bollywood 
tourism. These recent developments urge more research concerning what 
motivates Bollywood tourists, the kind of experiences it leads to, and why 
do they value partaking in the phenomenon of Bollywood tourism, which 
we know very little about.

BOLLYWOOD TOURISM IN SPAIN

A telling example of how Bollywood tourism is increasingly becoming 
an organized and collaborative phenomenon is the film Zindagi Na 
Milegi Dobara (2011; Dir. Zoya Akhtar) that was a collaboration 
between the film production house and ministry of tourism, Spain. 
The film arguably starred Spain as the central character of the story, 
employing localization tactics intertwined with storytelling to intrigue 
the Indian audiences about an altogether different location and culture. 
This visual catalogue of a film was designed to entice audiences to 
visit Spain as a potential travel destination. Unsurprisingly, Spain saw 
a 32% hike of Indian tourists visiting Spain in the year of the film’s 
release (Harjani, 2011; Tobias, n.d.). These kinds of partnerships and 
collaborations has made Bollywood cinema and destinations thrive 
off each other making it a symbiotic venture worth exploring further. 
Bollywoodized version of the traditional Spanish dance form, the 
flamenco and drawing parallels between the La Tomatina festival 
and the Holi festival are some examples of how Spain was presented 
to Indian audiences through a Bollywoodized filter. Attesting the 
prevalence of ‘travel’ in contemporary Bollywood cinema is the latest 
announcement from the same production house of an all-female 
‘road-trip’ film ‘Jee Le Zaraa’ (Live A Little, expected 2023) that marks 
as a departure from various travel-centric films that have previously 
celebrated male friendships (E.g. Dil Chahta Hai, Zindagi Na Milegi 
Dobara) particularly indicating how travel narratives are being 
foregrounded for drawing in-roads into wider social conversations 
due to its wide acceptability as an influential medium.
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This phenomenon of travelling concerning one’s favourite media products has 
been widely studied predominantly in the context of media productions from 
the West, under headings such as ‘media tourism’, ‘film tourism’ or ‘screen 
tourism’ 2 (For example see: Beeton, 2010; Buchmann et al., 2010, Croy and 
Heitmann, 2010, Buchmann, 2010; Waysdorf and Reijnders, 2018, Lovell, 
2019; Gyimóthy, et al. 2015). Research on media productions such as Lord of 
the Rings, the Harry Potter series, Twilight, The Game of Thrones, or Disney 
to name a few has been instrumental in the first phase of this burgeoning 
research field. However, the unwavering focus on English language case 
studies from box-office hits, has resulted in less attention towards other 
global media cultures, which perhaps have comparable potential to idealize 
these destinations in the minds of the audiences and inspire related tourism 
flows. Existing studies on media tourism show a lack of diversity for non-
Western cinema cultures, in particular the cinemas of South Asia.

Naturally, most of the theorization in the field of media tourism has been 
developed based on these Western case studies. As Connell (2012, p.1012) 
rightly notes, most of the literature reviewed in the research on media/
film tourism relies on theories by a limited set of (Western) scholars, often 
reworking similar theoretical frameworks, thus creating an echo chamber 
of sorts. This also tends to homogenize the research on media tourism, 
erasing the cultural differences that may have a potential impact on the 
field. By departing from existing frameworks that rely on individual case 
studies and media cultures from the West, this dissertation aims to offer 
alternative scenarios from other global media centres, particularly Bollywood. 
Furthermore, this dissertation attempts to initiate potential theorization 
from the perspective of Bollywood tourism by generating and analyzing 
context-rich empirical data. This is not to say there has been no attention 
to the impact of Bollywood cinema on the tourism sector (see below), but 
that the research is rare, sporadic, and unstructured. Furthermore, these 
works are not readily referenced in the core academic literature, making the 
studies remain in isolation, and disengaged with the wider academic works.

2 Within the scope of this dissertation, binaries such as West or non-West are used mindfully 
to avoid reinstating the divide. The term “Western” is used at a descriptive and denotative 
level to suggest perspectives or case-studies related to popular English media or Hollywood. 
As such, the debates around utilization of terms Global North-South, West and Non-
West or euro-centric so far are inconclusive, as different studies utilize different terms.  
So here I mostly turn to the “Anglo-Saxon” or “Western” to indicate English language or 
Hollywood cinema.
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Studies by the likes of Mazumdar (2011), Gyimóthy (2015, 2018), 
Bandyopadhyay (2008), Mittal & Anjaneyaswamy (2013), Tripathi (2017), 
Pugsley (2016), Frank (2016), Josiam et al. (2014), Mendes (2010), Angmo & 
Dolma (2015), Sathe (2016), Biswas & Croy (2018), Dudrah (2012), Keller et 
al. (2002), Gopalan (2013), Bhattacharya (2018), Devi Mishra (2018); Weber, 
et al. (2019), Ferrão, (2021) are valuable studies that attest to the growing 
interest in Bollywood and its tourism potential. However, these studies are 
mostly individual case studies, without a systematic contribution to theory 
building. Furthermore, going by Reijnders et al. (exp. 2022), we must move 
beyond a limited focus on the tourist experience ‘in situ’ and approach media 
tourism as a larger temporal process, beyond just the act of physical travels 
to the destination, and further consider the cognitive and affective processes 
that take place before and after the actual travels. These existing works on 
Bollywood tourism fail to provide such a holistic perspective on Bollywood 
as a cultural phenomenon. This dissertation offers a step in that direction.

By being interested in the motivations, experiences, and values of 
Bollywood tourists, this project attempts to understand Bollywood tourism 
as a holistic phenomenon in its pre, during, and post phases. This project is 
an inquiry into this evocative nature of popular Hindi cinema, and how it 
engages and inspires the Indian audiences to conduct trips in and beyond 
the imaginary realm to the destinations inspired by it. Additionally, it 
seeks to understand in what myriad ways the tourists experience these 
sites on-location through their embodied performative experiences and 
what meaning it holds for them. Popular Hindi cinema, with its dramatic 
storylines, memorable dialogues, cinematic music scapes and growing 
digital presence, affords various avenues to engage audiences across the 
world, inspiring them to partake in transnational tourism flows. It is this 
transnational and transmedia nature of Bollywood that lies at the heart of 
this dissertation. In that light, the main overarching question guiding this 
dissertation is:

How do Bollywood fans motivate, experience, and value visiting locations 
related to different forms of Bollywood cinema around the world?

Closely looking at the research question, I am interested in Bollywood fan-
tourists who partake in transnational tourism flows arising from a variety of 
media formats of Bollywood. As this project has attempted to go beyond the 
perspectives of the West, I find it important to underscore the utilization of 
the term ‘transnational’ within this dissertation. Particularly, in the times of 



20

C
H

AP
TE

R 
  1

heightened mobility and circulation of media and resulting tourism flows, 
the precise and mindful utilization of the term ‘transnational’ is imperative 
(Vasudevan, 2008) in locating the position of Bollywood within these 
larger frameworks. This research contributes towards the widely growing 
transnational perspective within the study of Bollywood. As Virdi says (2017, 
p.1) “A recent slew of Indian cinema anthologies/books with ‘border crossing’, 
‘travel’, ‘transnational’, and ‘globalization’ in their titles suggest Bombay 
films are outgrowing the national cinema mould”. Within this dissertation, 
the framework of transnationalism (See Vertovec, 2009; Gowricharn, 2009; 
Punathambekar, 2013) substantiates how the media and mobility transcend 
beyond national boundaries, undergoing appropriation in the process and 
yet, in these processes there is an acknowledgement to the source culture 
from where the media originates. This has allowed Bollywood to retain 
the premise of its storytelling style, while finding connections with many 
communities of people, that go beyond the Indian diaspora (Thussu, 2006). 
This transnational appeal of Bollywood cinema also tends to have an impact 
on shaping the beliefs, attitudes, and values of the audiences (O’Neill, 2013).

Furthermore, the transnational nature of popular Hindi cinema has 
led Kaur and Sinha (2005, p.16) to coin the neologism “Bollyworld” to refer 
to Indian cinema through a transnational lens, that is “at once located in 
the nation, but also out of the nation in its provenance, orientation, and 
outreach”. The transnational character of Bollywood assumes importance 
within the context of this dissertation in defining the wide scope within 
which Bollywood tourism operates. Furthermore, by bringing in perspectives 
of fan-tourists’ participation, it is possible to “imagine transnational media 
worlds that are intimately tied to, but not always constrained by, statist 
or industrial imperatives.” (Punathambekar, 2013; p.190). As such, my 
contention here is that it is this transnational nature of Bollywood, which 
results in congruent transnational tourism flows that are imbibed in the 
various empirical studies within this dissertation.

I execute this research by studying the phenomenon utilizing a comparative 
case study design. Each of these case studies have been designed keeping in 
mind the different media formats that contribute to the transmedia nature 
of the Bollywood narrative. These three media formats are: 

1. The film format itself as a visual medium. 

2. Popular Hindi songs or Filmi songs as a characteristic part
of the film format, and 
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3. Theme Parks as a transmedia expression of that film format. 

Looking at these three different elements allows me to investigate the 
phenomenon with a holistic perspective in understanding the role of the 
medium in affording these tourist experiences. Ultimately, the above 
research question will be answered by employing four different empirical 
chapters, each centered around one specific medium. Per chapter, the same 
dimensions of Motivations, Experiences, and Evaluations will return, though 
per chapter a different emphasis may be placed.

Through the first empirical chapter, I attempt to set the scene by 
understanding what discourses of travel are prevalent in popular Hindi 
cinema. This knowledge intends to add contextual value to the following 
case studies. The second chapter looks at primarily the ‘motivations’ of the 
prominent diasporic Indian community, particularly the Dutch Hindustani 
community, to assess their cinematic imaginations of India and how these 
cinematic imaginations influence their cultural identities, their (potential) 
travel itineraries to India, and ultimately the range of sights they visit on their 
journeys. The third empirical chapter looks at the potential of the filmi song 

— one of the characteristic features of Bollywood cinema — in mobilizing 
place narratives and the kind of sonic experiences it affords on-site. This 
is contextualized by studying the case of Gerua (Dilwale, 2015) and related 
tourism to Iceland. The fourth and final case looks at the simulated space 
of Bollywood Parks Dubai, as a site of power that relays various notions of 
India and Indianness abroad. Studying the evaluations of Indianness at the 
Bollywood Parks Dubai, therefore allows me to further tap into the ‘value’ 
dimension of the overarching research question.

These choices were determined based on their suitability to the overarching 
research question of the dissertation, the contemporariness of the case 
studies, and the variety in the geographical locations. For example, the 
growth of Iceland as a new/unique destination for Bollywood tourists in 
the periphery of Europe is interesting as opposed to the more traditional 
Bollywood-inspired destinations of central European countries, making 
it an interesting and novel case to explore. Secondly, the presence of a 
Bollywood-based theme park in Dubai (United Arab Emirates) is interesting 
for many geopolitical and socio-cultural reasons (see chapter 6). Therefore, 
ultimately, the research of this dissertation is based on fieldwork done in 
India, the Netherlands, Iceland, and Dubai.
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I employ a grounded theory approach through my case studies and execute 
the proposed studies by utilizing a combination of qualitative methods such 
as in-depth interviewing, participant and non-participant observation, and 
film analysis (see chapter 2). Now that a brief context, background, and 
intention of this dissertation is established, the following section moves on 
to conduct further discussion on the emergence of Bollywood tourism, to 
identify the gaps therein, and to explain how I intend to address the said 
gaps. Following that, I will also discuss the theoretical discussions concerning 
the dissertation. The introductory chapter ends with an elaboration on the 
concrete setup of the case studies.

FROM MEDIA TOURISM TO BOLLYWOOD TOURISM

The global interest in visiting places associated with popular media products 
has been amply captured in the congruently growing body of literature 
from various disciplines ranging from media studies, cultural studies, to 
tourism studies. Assessing the wide-ranging angles from which this topic 
has been studied before, several perspectives emerge (See Beeton, 2010; 
Karpovich, 2010; Connell, 2012 for a detailed overview). For example, the 
motivations of film tourists (See: Riley & van Doren, 1992; Riley, Baker, & 
van Doren, 1998; Roesch, 2009; Connell & Meyer, 2009; Macionis & Sparks, 
2009; Beeton, 2016), issues of authenticity of film tourism experiences (see: 
Buchmann, Moore, & Fisher, 2010; Bolan, Boy, & Bell, 2011; Teng & Chen, 
2020), performance turn in film tourism studies (E.g. Perkins & Thorns, 
2001; Roesch, 2009; Mordue, 2009; Buchmann, 2010; Månsson, 2015) are 
some areas of interest growing within media tourism research. Attention 
on changing place narratives of destinations in the wake of film tourism has 
also risen (See: Torchin, 2002; Tzanelli, 2004; Reijnders, 2011; Alderman et 
al., 2012; Lee, 2012; Norris, 2013, etc.). Beeton (2010), Karpovich (2010), and 
Connell (2012) provide remarkable overviews that grasp the robust research 
done in film and media tourism. These overviews especially highlight how 
the field has grown from individual case-based research, to more theoretically 
and methodologically advancing ones (Connell, 2012).

The various conceptualizations of the phenomenon include concepts like 
film-tourism (Connell, 2012, p.1009), film-motivated tourism (Karpovich, 
2010), film-induced tourism (E.g. Macionis and Sparks, 2009; Beeton, 2016), 
screen tourism (Connell & Meyer, 2009; Kim, 2010) or even the newer 
developments like contents tourism (Yamamura & Seaton, 2020). These 
various iterations offer nuanced perspectives on film-related mobility. ‘Film 
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tourism’, for example, is defined by Connell (2012, p.1009) as “tourist activity 
induced by the viewing of a moving image, and is accepted as encompassing 
film, television, pre-recorded products (e.g., video/DVD/Blu-ray), and now 
extends to digital media.” (2012, pg.1009). One could question whether this 
term is genuinely apt for referring to examples that are not directly film-
related. The opposite goes for the definition of ‘screen tourism’ (e.g. Connell 
& Meyer, 2009; Kim, 2010), that considers any touristic activity arising from 
any audiovisual material per se and erases the specificity of a film's influence 
on a certain experience it may generate on-site. Furthermore, it seems to 
exclude sonic dimensions, such as in the case of filmi songs.

The related concept of ‘contents tourism’ (Yamamura & Seaton, 2020) 
specifically underpins fans visitations to tangible places that are connected 
with fictional or non-fictional narratives that surpass various media formats. 
However, the terminology ‘contents’ itself appears somewhat mechanical, 
referring to “information that has been produced and edited in some 
form”, distributed through the media and that “brings enjoyment when it 
is consumed” (Okamoto, 2013, pp.40–41). The term ‘enjoyment’ seems to 
be a somewhat limited understanding of the kind of affordances and affect 
created by the media. Furthermore, the emphasis of the contents tourism 
approach is “on contents rather than media formats” (Seaton et al., 2017, 
p.265). Likewise, the side of reception (e.g., the tourist experience) is only 
sideways involved. This dissertation is interested in media formats and their 
nuances and if they perhaps yield comparable experiences on-site. Beeton’s 
(2016) seminal work on ‘film-induced tourism’ is of great reverence in the 
study of film-related tourism, however, in this dissertation, the emphasis on 
‘induction’ or ‘pull’ alone does not completely fit with also the cognitive and 
affective ties tourists have in addition to the actual experience of visiting 
the destination.

Then, the iteration of ‘media tourism’ (Reijnders, 2011) relates to tourism-
related to a gamut of different media products; for example, video games, 
music videos, films, or even literature. In fact, this concept broadly adheres 
to the study of Bollywood tourism, especially because of its hybrid nature. 
A combination of storytelling and music videos, that find expression in 
physical spaces like the theme park makes Bollywood cinema a complete 
media entity, considering that it is almost impossible to separate the film 
from the music, and vice-versa. Moreover, media tourism’s focus on a variety 
of media, allows for a transmedia approach that this dissertation adopts (and 
which will be explained in further detail in the forthcoming paragraphs). 
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Therefore, media tourism can be a useful umbrella term within the scope 
of this dissertation. However, Bollywood industry’s global footprint and 
cultural nuance beg us to carve a niche for the phenomenon, enabling the 
start of an academic sub-discipline into ‘Bollywood tourism’ which is worthy 
of future research. Therefore, a departure from media tourism is consciously 
undertaken to foresee and encourage future research in the sub-discipline 
that this dissertation attempts to initiate.

For what seems like a robust field of study, there remains a significant 
problem that lies in the unwavering focus on the popular culture products 
from the West (For example: Beeton, 2005, 2016; Buchmann, et al., 2010). 
As was previously discussed, much of the theoretical and methodological 
developments in the field have emerged from an Anglo-Saxon bias, relying on 
empirical knowledge from case studies related to Western3 films and media 
products. This approach often tends to disregard the growing potential of 
other prominent media centres outside of Hollywood productions, that have 
high production values, wide circulation, and consumption. In the light of 
heightened awareness of de-centre-ing predominant Western narratives, 
it is important to also bring to light emerging media industries that have 
demonstrated their transnational appeal and influence on tourism flows. 
When discussing the prospects of film tourism, Connell (2012) rightly argues 
that the presence of emerging markets with high film production capabilities 
outside the usual major film centres must be acknowledged and that India 
is one such country producing a high number of films (“Bollywood”) for 
national and international consumption (pg. 1011). Furthermore, studying 
and highlighting non-Western media cultures might also provide new 
perspectives on media tourism, if only because the topics of media and 
tourism can mean rather different things in different societies and cultures.

As such, this dissertation aims to look beyond the Western lens and 
diversify the field of media tourism by bringing in perspectives of purposeful 
tourists from the burgeoning Indian middle-class or of Indian origin 
currently a part of the diaspora. In doing so, this project attempts to develop 
theoretical perspectives that are informed by context-specific empirical data. 

3 Within the scope of this dissertation, binaries such as West or non-West are employed mindfully 
to avoid reinstating the colonial differences. If the term “Western” is employed, it is used at 
a descriptive and denotative level to suggest perspectives or case-studies related to popular 
English media or Hollywood. As such, the debates around utilization of terms Global North-
South, West and Non-West or euro-centric so far are inconclusive, as different studies utilize 
different terms. So here I mostly turn to “Western” or “Anglo-Saxon” to reference English 
language or Hollywood cinema.
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BOLLYWOOD TOURISM IN SWITZERLAND

The monumental rise of Switzerland is a landmark case when 
discussing Bollywood’s far-reaching appeal indicative of not only the 
scope, popularity, and impact of Bollywood cinema, but also about the 
transnational nature of its storytelling and audience-hood. Switzerland 
has provided backdrops for ‘runaway’ Bollywood productions (Yale, 
2010; Cucco, 2015) steadily since the early 1960s leading to over 200 
Bollywood productions in the Swiss Alps (Schneider, 2002) and surely 
more to-date. This is speculated to be done in response to depict the 
romantic snow clad mountains of Kashmir, in India and the inability 
to shoot there due to political turmoil in the region at that time 
(Schnieder, 2002; Gyimóthy, 2018, 2015). Switzerland soon became 
a desirable canvas beginning an iconic association that fed audiences 
imaginaries of the alpine region that was delivered to them through 
the Bollywood lens and flavour. In 1995, post-liberalization India, as 
new narratives of storytelling in cinema surfaced along came new 
forms of travels reinforcing the fascination of Indian middle-class 
audiences with Switzerland. With Dilwale Dulhaniya Le Jayenge 
(1995), Switzerland opened floodgates to the Indian visitors who 
were enamoured by its filmic imaginaries and travelling style and 
found travel affordable in the wake of a socio-economic change in 
the society at that time (Mittal & Anjaneyaswamy, 2013). Together, 
these factors concocted a recipe for success of Switzerland amongst 
upwardly mobile Indians creating major economic benefits to the 
various regions of Switzerland. Unsurprisingly, Swiss government 
built a statue of the filmmaker Yash Chopra to honour these economic 
benefits his various films shot in Switzerland has brought the region 
through film-tourism (Chandrashekhar, 2016). The exact numbers 
are hard to tell, but the ripple effects and developments like these 
clearly attest the growing seriousness of leisure. Switzerland benefits 
from the substantial tourism economy Bollywood tourism brings and 
continues to encourage tourism flows from India. Recently, the leading 
Bollywood actor Ranveer Singh signed as thebrand ambassador for 
Switzerland Tourism.
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By doing so, Bollywood’s tourism potential gains a rightful place in core 
academic discussions of media tourism. By bringing attention to Bollywood 
tourists’ motivations, experiences, and their meaning-making processes, this 
dissertation attempts to focus on the agencies of those who partake in the 
very making of the phenomenon of Bollywood tourism.

Therefore, and as discussed above, the need to develop the concept of 
Bollywood tourism (Nanjangud, 2019) was identified during this project. This 
is also one of the theoretical contributions of this dissertation: demarcating 
the field and setting a basis for forthcoming research done on the subject. 
This was warranted due to the lack of conceptualizations that highlight the 
global phenomenon of Bollywood while taking into consideration its various 
nuances. I defined Bollywood tourism before as “the act of conducting a 
touristic visitation under the influence of Bollywood cinema and/or its by-
products” (Nanjangud, 2019, p.2). In this dissertation, I develop this definition 
further, by redefining Bollywood Tourism as the process of planning and 
act of travelling to destinations inspired by popular Hindi cinema and its 
associated media texts, such as filmi songs, to locations ranging from film-
studios, on-shoot locations, theme parks, themed cafés or even celebrity 
homes, resulting in emotive embodied experiences.

Furthermore, what I consider here is the globalized Bollywood lens that 
the cinematic medium imparts, rather than the inspiration of a single source 
film, lending it an all-encompassing Bollywood experience. I call this string 
of multi-faceted experiences that are governed by Bollywood narratives 
as Bollywoodized “Cinematic Itineraries” (Nanjangud & Reijnders, 2020, 
p.14). This definition was an important one to draw, especially because 
Bollywood-related tourism yields a host of experiences on-site that are 
very much context-driven, and this definition intends to grasp that nuance. 
Furthermore, while ‘cinematic itineraries’ (Nanjangud & Reijnders, 2020) 
as a concept appears broad and is proposed in relation to Bollywood cinema, 
the intended flexibility was to lend itself useful for other emerging film 
markets and the ensuing tourism that may benefit from this definition closer 
to them than its Anglo-Saxon counterparts.

The academic contribution of this dissertation is diverse. Firstly, it 
addresses a booming phenomenon with a huge cultural and economic 
impact (see: 2013; Bandyopadhyay, 2008; Schultz, 2015; Swaminathan, 2017; 
Bhattacharya, 2018; Chawla, 2021). However, there is still a considerable 
dearth of academic research done to generate, analyze and infer from 
context-rich data that provides a glimpse into the motivations, affiliations, 
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and experiences of Bollywood tourists. Not only is the area of research on 
media tourism in the Indian context fragmented and unstructured, but 
there has also been little qualitative research done to corroborate the major 
industry developments of the past decade, and more importantly, to diversify 
the field of research on media tourism in general. This interdisciplinary 
research also cross-fertilizes (Beeton, 2010) areas of media studies, cultural 
studies, and tourism studies, in bringing forward unique perspectives on the 
topic and identifying new areas for research. This dissertation also strives 
to bring original theoretical contributions to the field by conceptualizing 
Bollywood tourism, “cinematic itineraries” and the understanding of the 
‘diasporic media tourist’. 

MEDIA TOURISM IN EAST ASIA

It is worth acknowledging that in response to the obvious lack of 
non-Western perspectives on media tourism, there has been a steady 
rise in research in the Asian context (e.g. See Kim and Reijnders, 
2019, Nakayama, 2021) that has shown incredible promise in terms 
of both starting and sustaining academic conversations in the Asian 
context. However, most research has tended to mainly to the East 
Asian context with little ripple effects on the South Asian context. 
Furthermore, except a few studies (e.g. See Chan, 2007; Thelen et al., 
2020), the majority of the research focusses primarily on positivist 
approaches that adopt quantitative methods and analytical tools 
tapping into aspects such as measuring satisfaction, destination 
image, tourist expectations, or behavioural intentions (e.g. Kim and 
Assaker, 2014; Kim and Kim, 2017; Yoon et al. 2015; Teng, 2020; 
Nakayama, 2021). Undoubtedly, these studies are highly valuable, and 
lend interesting and context specific insights. However, in the larger 
global canvas, there appears to be a substantial void when it comes to 
researching the mobilizing capacities of Bollywood cinema, a global 
cinema production giant. This research also fills this methodological 
gap by bringing in interpretivist qualitative-empirical approaches 
that consider going beyond measuring, but diving deeper into the 
motivations, evaluations, and experiences of Bollywood tourists that 
are unique to individuals.
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By attempting to understand the tourists’ experiences on-site, engagement 
with the destinations can feed back into the workings of the destination and 
provide insights into destination management and stakeholder management 
too (Heitmann, 2010). This has become particularly important these 
days, considering questions of over-tourism and unregulated tourism that 
destinations experience due to sudden media attention (Beeton, 2005). 
This knowledge, therefore, intends to benefit both the media and tourism 
industries, firstly to review their offerings in line with how tourists experience 
the site and secondly, to better manage the destination itself.

Next, transnational research of this kind can also benefit the bilateral 
relations between the country pair that is potentially strengthened and 
benefits from the exchange of tourism arising from the global face of the 
Indian popular culture. This allows for larger conversations around film 
production and the facilitation of increasing tourism. This further makes 
it possible to place the study of Bollywood tourism within a larger social 
context, beyond the four chapters discussed here that intend to serve as 
a starting point for more awareness of its practical possibilities. As such, 
through various industry reports, it is substantiated that film tourism has 
the scope to generate $3 Billion by 2022 in India indicating a potential for 
up to 1 million film tourists to visit the various parts of India (Chawla, 2021). 
India provides a large canvas with different landscapes; it can potentially 
leverage the film tourism economy to become a frontrunner in tourism, and 
as a filming destination at the same time. However, so far, this knowledge 
of film tourism appears to be underutilized, perhaps due to the absence of 
academic inputs drawn into various policymaking initiatives. This dissertation 
aims to generate specialized academic insights for a broader public, including 
cultural policymakers.

An important step in the right direction is to increase conversations 
between public and private entities. I initiated this dialogue as a part of 
this dissertation dissemination at the Kala Ghoda Arts Festival (2020) 
by bringing together a global production giant like Netflix India, to 
converse with the head of the Film Facilitation Office in charge of the 
National Film Development Corporation of India. This I believe has 
immense power in shifting conversations surrounding filming more locally 
or filming with mobilizing outcomes in mind. Research should not exist in 
a vacuum. This research, therefore, has been developed with these practical 
considerations and implications in mind, trying to bridge academia with 
industry and society at large. This study intends to make such meaningful 
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societal contributions that can potentially have a lasting impact on societies, 
communities, grassroots employment, and in general boost the film tourism 
economy that India can benefit from. As Biswas and Croy note, “films shot 
in India and Indian films shot overseas appear to be widening perceptions 
of internationally available destinations and, through this, influencing 
potential travel decisions.” (2019; p.44). Therefore, the societal relevance of this 
research allows India to explore its strengths on national and transnational 
levels and make Bollywood tourism an overall meaningful experience for 
everyone involved.

Next, I will turn to the theoretical understanding of how Bollywood 
tourists motivate, experience, and value their visitations.

MOTIVATING BOLLYWOOD TOURISM:  
THE UNDERLYING ROLE OF FANDOM

As the research question noted, one of the aspects that this dissertation is 
interested in is how fans of Bollywood cinema motivate their trips. What 
drives them to conduct trips to locations, especially when the locations are 
outside their immediate scope? For an innate, abstract yet central concept 
such as motivation, there is an impressive body of work within the media 
tourism literature that rightfully highlights its centrality in the process of 
kick-starting and eventually conducting media tourism. Cinema, in general, 
plays a cardinal role in creating ideas and expectations of a destination in 
the minds of the potential traveller. Reijnders suggests that this leads to the 
construction of ‘places of imagination’ where “in the head and heart of the fan 
or tourist …the fascination begins which provides the motivation to visit the 
locations” (Reijnders 2011, p.234). This is to say that it is not cinema alone, 
but a combination of media experiences, personal affiliations, fantasies, and 
imaginations of place provides the drive to turn viewers into active media 
tourists. To add to that, the consideration of financial affordability provides 
the audiences the means to realize these travels. This is to say, motivation itself 
is not sufficient — it is also their material reality of being able to translate 
motivation into mobility that drives Bollywood tourism. It is therefore a 
combination of the place attributes, the person-specific motivations, and 
the socio-economic conditions that work together and not in isolation to 
enable potential media tourists to realize their trips (cf., Heitmann, 2010).

The motivation to realize long-haul trips to places popularized by 
Bollywood cinema can be potentially attributed to the tourists’ emotional 
engagement with the media, resulting in the longing to visit the destinations. 
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Within the scope of this dissertation, I use Sandvoss’s definition of fandom 
as “the regular, emotionally involved consumption of a given popular 
narrative or text.” (Sandvoss, 2005, p.8). My guiding argument here is 
that, to conduct a touristic visitation, more so in a transnational context, it 
requires a certain degree of affective involvement towards the media text 
that adds to the value of visiting those places for the purposeful Bollywood 
tourists. More generally, Punathambekar (2017) urges us to think of fans 
as active participants in the phenomenon of Bollywood, especially in the 
transnational context. Chiming what Waysdorf (2017, p.39) says, “It is this 
attachment and emotional connection that drives them to make the effort 
to visit places connected to it”. Moreover, it is this broad understanding of 
Bollywood tourists as fans that I adopt here.

As such, motivation to travel to destinations popularized by cinema is not 
straightforward and is seen in the various refinements in theory surrounding 
media tourists’ motivation (See: Dann, 1977; Crompton, 1979; Riley and Van 
Doren, 1992; Macionis, 2004; Beeton, 2005; Macionis and Sparks, 2009). 
With these efforts, it is becoming increasingly clearer as to what exactly 
adds to the allure of visiting the places shown in cinema, especially when 
it involves investment in time and resources to realize the trip. One of the 
earlier identified motivations of film tourists was to “see the scenery and 
landscape in real life’ (Macionis & Sparks, 2009, p.97), which possibly still 
drives film tourists, but many studies as identified by Kim and Richardson 
(2003) are also laying emphasis on elements beyond just the scenery and 
landscape. One such driver is the appeal of various factors at play such 
as the storylines, the celebrities, the central characters, the settings, and 
the overall feel of the media product, that together concoct a powerful 
incentive and add many layers of affective involvement for the audiences 
(Kim & Reijnders, 2019; p.22) who might even aspire to be in the narratives 
themselves (Beeton, 2005; Nanjangud & Reijnders, exp.2022).

Relatedly, Macionis (2004, p.90) proposed the 3 P’s model of determining 
motivations of film tourists, namely: Place (location, scenery, destination 
landscape), Personality (cast, celebrity artists, characters), and Performance 
(storylines, plot, theme, genre) that together account for the pull-factor of 
the media products (Heitmann, 2010). On the other hand, there are the 
push factors that consider the tourist's inherent traits that may lead them 
to make certain choices (Macionis, 2004). Furthermore, it is suggested that 
these motivations or incentives to visit a film-related location do not exist 
in clear-cut boundaries, but can be placed on a continuum to underscore 
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the changing importance of different motivational factors. These factors, as 
Heitmann (2010, p.34) says, could be “ranging from the serendipitous film 
tourist (who happens to be in a destination portrayed in a film) and the general 
film tourist (who is not drawn to a film location but participates in film 
tourism activities while at the destination) to the specific film tourist (who 
actively seeks out places they have seen in the film)” (Heitmann, 2010, p.34). 
Interestingly, in this discussion is that these case studies in this dissertation 
on Bollywood tourism, have allowed me to identify media tourists ranging 
from incidental to purposeful tourists (Croy, et al., 2021) and in the process 
also introduces new ways of conceptualizing the film tourist.

Beeton (2005) suggested that motivation for travelling to a film location 
was complex, arguing that visitors found it interesting to visit film-related 
locations to re-live and recreate an experience (or even emotion) that 
was experienced through the film. Roesch (2009) describes this as fan-
reenactments or shot-recreations, whereby visitors aim to step into the 
shoes of their favourite characters or celebrities (See chapter 5 for an in-
depth theoretical account). Furthermore, Beeton also suggested that film 
tourists, by engaging in these re-enactments, “reinforce myth, storytelling or 
fantasies, or for reasons of status (or celebrity)” (2010; p.2). As such, the role 
of the celebrity and the love for the medium itself seem to provide powerful 
incentives for the visitor. Furthermore, it is also known that the intensity 
with which the audiences show connections with the filmic portrayals, 
characters, and celebrities, tends to shape the way audiences think about a 
destination (Kim & Richardson, 2003). Similarly, in the case of Bollywood 
tourism, the allure of the celebrity, the filmic medium, and the fandom 
thereof, is very much applicable if not central. 

Therefore, based on the above discussion, it can be understood that 
several factors contribute towards the allure of the destinations for the film 
audiences, relying on multiple intrinsic and extrinsic factors, and often 
a combination of both. In Bollywood cinema, the role of celebrity and 
fandom of Bollywood culture itself is paramount. One of the main drivers 
or motivations within the realm of Bollywood and its related tourism is 
also the so-called fannish love for Bollywood cinema, its storytelling, and 
its celebrities. Furthermore, in the case of potential Bollywood related 
travels, the appropriation of filmi songs provides an added layer of musical 
attraction (Biswas & Croy, 2018; Josiam et al., 2013) that drives performance, 
which in turn helps in the creation of the destination image (Nanjangud & 
Reijnders, exp.2022). Therefore, the discussion on motivations of Bollywood 
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TO BOLLYWOOD OR NOT TO BOLLYWOOD

It is worthwhile to understand the use and meanings of the term or 
the concept of ‘Bollywood’ to be clear in its utilization within the 
term ‘Bollywood tourism’. Many scholars consider the terminology 
as problematic for being derivative from the word ‘Hollywood’ and 
has time and again resulted in outrage amongst Indian film fraternity 
and citizens for perhaps being an “empty signifier” (Prasad, 2003 in 
Mishra, 2006, n.p). The term is also often seen as merely an expression 
that does not entirely grasp the nuance of what Indian cinema entails 
if all of Indian cinema is labelled as “Bollywood” due to the lack of 
a better understanding of the various regional industries. Relatedly, 
Desai and Dudrah (2008, p.2) say, that the term “…overshadows and 
erases the diversity of other regional cinemas within India, privileging 
one particular region and language over others; that it is a poor second 
cousin to Hollywood, marking commercial Indian film industry as 
a derivative and mimic of its Western counterpart…”. However, the 
questions of the etymology of the term get further interesting with 
the work of Prasad (2008).

Madhava Prasad traces an interesting etymology of the term 
‘Bollywood’ indicating it as a twostep process. He refers to the 
American cinematographer Wilford Deming, who claimed execution 
of India’s first film with sound. Dated as early as 1932, this process 
took place in Calcutta in the suburb of Tollygunge (2008, pp.41-42) 
and as a matter of fact, it was the Americans themselves who named 
this project as Tollywood, making it sound like an off-shoot of 
their globally dominant film industry. Prasad further says that this 
renaming does not insinuate cultural subalternity and in fact can 
be seen as a celebration of international film technicians and hence 
the derivativeness of it should not be a concern. This “reference to 

“Tollygunge”/ “Tollywood” as Mishra (2006, p.2) says indicates the 
local origin of the term “Bollywood” that gives it a deeper meaning 
rather than “second-hand borrowing or uncritical copying.”

With time, the connotation also was misconstrued. American 
journalists started using the term Bollywood to address and demarcate 
Hindi cinema in the Eurocentric atmosphere that was predominant at 
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that time. And finally, in the 1990s once Hindi cinema got heightened 
circulation, and consumption by diasporic audiences abroad, the term 
Bollywood became commonplace. Ultimately, the term as Madhava 
Prasad finally says, serves differently for different people and is here 
to stay (Madhava Prasad, 2008, pp.41-43). Headquartered in Bombay, 
popular Hindi cinema’s ‘Bollywoodization’ is now naturalized in 
usage both abroad and on home ground both among press and 
scholars (Rajadhyaksha, 2003). This also indicates that Bollywood 
as an industry is truly rooted in its transnational presence.

It is also known that “Bollywood” as a terminology was created by 
the English language press in India in the late 1970s (Ganti, 2013, 
p.2) calling it the “dominant global term to refer to the prolific 
and box-office oriented Hindi language film industry located in 
Bombay” (Ganti, 2013, p.2). Slowly Bollywood stood for a general 
style of filmmaking style that is geared towards commercial success 
and caters to the mass audiences (Ganti, 2013, p.3) and must be used 
to indicate a specific narrative style and mode of presentation that 
predominantly is geared towards non-resident Indians or members 
of the Indian diaspora (Rajadhyaksha, 2003, p.28).

In this dissertation, the operational definition of Bollywood is the 
Hindi language cinema that is hallmarked by the song and dance, 
melodrama, extravagant production values, and an emphasis on stars 
and spectacle (Ganti, 2013). Chiming Vasudevan (2011), in my first case 
study on diasporic audiences, many references to “classic Bollywood” 
films came up during the interviews. Many respondents discussed 
and referred to Hindi cinema prior to the 1990’s also as Bollywood 
cinema, making the term quite all-encompassing for Hindi language 
cinema since its inception. Similarly, not just the diasporic audiences, 
but also Indian audiences utilized the term with much affection 
and pride in sharing their responses. Therefore, while celebrated 
and criticized equally, the term “Bollywood” Tourism appears to 
be relevant to discuss the multi-faceted tourism behavior’s arising 
from popular Hindi cinema, and its related media entities such as 
music-videos/songs and the theme park.
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tourism remains incomplete without a sound discussion of the fandom of 
Bollywood audiences, and the role of celebrities in the making of this global 
transnational phenomenon of Bollywood (tourism).

Fandom or being fans of Bollywood cinema including celebrity worship 
is studied in academic literature albeit not in the field of media tourism 
(See for example: Punathambekar, 2017; Misra, 2020). Furthermore, it is 
known through various societal practices and everyday lived experiences 
that Bollywood audiences attach a lot of meaning and values to celebrity 
and culture. More generally, as Waysdorf discusses “For fans, being a 
fan of a certain object grants a sense of comfort, pleasure, self, and/or 
ontological security, and can therefore be very important in the fan’s life and 
identity” (2017; pp.42-43). Furthermore, Yen & Croy (2013), who examine 
the relationship between celebrity involvement and destination image, 
suggest that celebrities tend to have a direct influence towards the choice of a 
destination and also the image for the purposeful film tourists (also see: Lee 
et al., 2008). This allure of the celebrity returns in chapter 4, chapter 5, and 
chapter 6 in varying degrees; either in visitations by the diasporic Bollywood 
tourists to celebrity homes or visiting filmi song locations foregrounded by 
their favourite celebrities or visiting a theme park endorsed by one. This is 
to suggest that film tends to be the primary motivator, but not necessarily 
the only motivator for these purposeful film-tourists (Yen & Croy, 2013).

Therefore, it can be said that Bollywood cinema and its considerable impact 
on its audiences, surely tends to have influence in putting destinations on 
their radar. Josiam et al. (2013, n.p), in the context of Bollywood tourism, 
suggest that “Evoking positive perceptions of the destination through image 
presentations has become an effective way to catapult the target destination 
into the tourist’s consideration set”. It is all about generating an interest in 
the destination, and Bollywood cinema does it to a great extent due to its 
large audience base and multiple storytelling formats. The unique format that 
combines film with filmi songs (that are also autonomously viewed), often 
reinstate destination images due to its repeat consumption. As such, chiming 
Beeton (2005), it might also be probable that film-tourists visit locations 
to feel like a celebrity themselves, immersing themselves in the shoes of 
the central characters. This is also understood further in chapter 5, where 
visitors undertake shot recreations (Roesch, 2009) of the frames prescribed 
by cinema, often with pre-planned efforts. Larsen calls such fan-tourism 
as a form of performance, a form of participatory fan culture wherein these 
fan tourists can embrace the media that drives them, “appropriate the text 
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and, when necessary, to enact their own counter-narratives” (2015, p.40). 
These add to the experience of media tourism, which will be discussed in 
the next section more in detail.

In order to draw meaning from Bollywood tourists’ visits, it is probable 
that they have some affective connections with the film and its related 
celebrities and formats. Bollywood cinema also in general provides its 
audiences with tools of identity construction and self-reflection, and it feeds 
into their ideas of the destination as well (See chapters 4, 5, and 6). On similar 
lines is Williams (2017, p.105) who suggests that “…tourism remains a key 
element of fan practice, allowing fans to forge and maintain connections with 
imagined worlds, engage in face-to-face interaction and experience a sense 
of communitas with other fans, and construct self-narratives that link their 
fandom with their own identities and important places and spaces.” (2017, 
p.105). Underpinning this understanding of the role of media, fandom, and 
the celebrity, this exploratory research acknowledges the potential influence 
of fandom in motivating Bollywood tourists.

Previous research in the context of the West (e.g. See Macionis and 
Sparks, 2009; Croy, 2010, 2011) suggests that film is often an incidental 
driver of tourism to destinations due to its presence in a mass medium like 
cinema, aiding destination discovery. Furthermore, as Waysdorf (2017) 
says, films are at play “primarily functioning as an image enhancer, or 
even changer, for regions rather than a primary motivation to visit” (p.96). 
At the same time, I have learned from the context-specific interview data 
that this does not always hold true. For example, in chapter 4 I explain 
further in detail about how the “return trips” by diasporic Indians living 
in the Netherlands motivate their travels; purely based on the nostalgia 
of Home and its association with cinema that prove to be a vital source of 
knowledge about India. Here, it cannot be said that the tourism to India is 
purely incidental. Therefore, through this dissertation, I conceived the idea 
of a ‘diasporic media tourist’ to indicate the deliberate trips by the diasporic 
audiences that locate themselves and the world through the lens of cinema.

EXPERIENCING BOLLYWOOD TOURISM:  
THE PLAY OF SENSES ON-SITE

This exploratory research attempts to study the experiences of Bollywood 
tourists on-site. Studying on-site experiences are highly informative of various 
things, but primarily of what is it exactly that media tourists go through, 
the feelings and thoughts they have while being ‘in situ’, the connections 
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they draw to the media products, and the overall uniqueness of this highly 
individualistic lived experience when compared to other tourist experiences. 
These lived experiences are indeed highly individualistic, yet it is this aspect 
of mediatized tourism (Månsson, 2015) that makes understanding these 
experiences an interesting challenge. Kim & Assaker (2014) in fact say that it 
is one’s individual viewing experiences of popular culture that has a bearing 
on their film-tourism experience when they actually visit the locations shown 
therein. However, it is important to learn more about these lived experiences, 
so as to develop these Bollywood tourism offerings even more. Having a 
clearer understanding of the tourists’ experiences will enable the location 
managers and marketers to better grasp the expectations of the visiting 
tourists and tailor their offerings to generate desirable experiences (Carl 
et al., 2007). Accordingly, there have been efforts to study media tourists’ 
experiences from multiple perspectives (Some examples: Couldry, 2000; 
Hills, 2002, Tzanelli, 2004, Roesch, 2009; Buchmann et al., 2010; Kim, 
2010, 2012; Reijnders, 2011; Garner, 2019. While these studies contribute 
to valuable knowledge on media tourists’ experiences, there is still room to 
develop more, in particular where it concerns potential cultural differences 
in media tourist experiences. Barring a few studies located in the East 
Asian context (e.g. Kim, 2010; Kim, 2012, Teng, 2020) the angle of tourist 
experiences in media tourism outside the West remains rare.

One of the main components of media tourists’ experience is the 
performative potential of it. As mentioned above, there has been a 
performance turn in the study of media tourism experience (For example: 
Edensor, 2001; Perkins & Thorns, 2001; Quinn 2007; Haldrup & Larsen, 
2009; Månsson, 2015). As Haldrup and Larsen note, “the performance turn 
dislocates attention from symbolic meanings and discourses to embodied, 
collaborative and technologized doings and enactments” (2009, p.3). The 
use of the ‘performance’ metaphor as Mordue (2008) says can be understood 
as “symbolic interactions, discourses, and signifying practices” (2009, p.334) 
that together allow the media tourist to create a sense of how the place 
can be experienced. This approach has meant a departure from what was 
strictly limited to the visual senses or as Urry calls it, the ‘Tourist Gaze’ 
(1990). As a response to the limited scope of inquiry that focus on gaze 
allowed for, Perkins & Thorns (2001; p.199) urged that tourism demands new 
metaphors based more on being, “doing”, touching, and seeing rather than 
just “seeing”. Indicative of the increasing emphasis and importance of tourists’ 
performativity, the updated edition of their book rightly acknowledges 
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the strengthening of links between the visual gaze and the embodied 
performances (Urry & Larsen, 2011). 

The performance turn in media tourism partly means to look beyond 
the visual senses and pay attention to the other bodily senses that enable 
an individual to feel unique experiences (Veijola & Jokinen, 1994). Ek et 
al. (2008) urge tourism scholars to look at media tourism as a multisensory 
experience that allows grasping the overall experiences of tourists on-site 
including the emotional ones. At this point, it must be clarified that the 

“performance” here entails the performances of the media tourists on-
site and must not be confused with the performance that falls under the 
typology by Macionis (2004, p.90), wherein they highlight the motivations 
of media tourists with her “3 P’s” such as Place, Performance, and Personality. 
The performance they refer to is categorized by the storylines, plots, and 
content of the media product under question. This is useful to know, in 
order to read into the concept of media tourist’s performance with a bit 
more caution, as in this dissertation it refers to the embodied experiences 
of media tourists who with their performance of tourism, have the agency 
to enable the creation of a destination.

The role of embodiment, in general, has become paramount in studying 
the experiences of contemporary media tourists. This is because it enables 
us to identify media tourists as active participants in the process, which 
creates a shift from tourists who are gazers, to tourists who are performers 
(Månsson, 2015). This holds true for Bollywood tourists as well and returns 
in the following case studies. For example, in chapter 4, certain interviewees 
were met with emotions and feelings onsite that enabled them to connect their 
nostalgia with the place they were currently at, leading them to experience 
a gush of emotion and tears on-location. This, for example, goes beyond the 
mere visual, but enables them to experience the place through a multisensory 
bodily experience. The same held true for the case study discussed in chapter 
6, where the visitors to the Bollywood Parks Dubai, through their active 
participation and performance, create meaning and a sense of place for the 
theme park. As such, without these actively participating tourists, there is no 
‘place’. Again, this goes beyond the tourist gaze (Urry, 1990). As Waysdorf 
(2017, p.33) says, “Tourism is a corporeal practice as much as it is a visual 
one”. Hence, congruent to the contemporary research on media tourism, 
this dissertation studies the tourist experience through this angle.

However, what exactly is embodiment? Crouch (2004) suggests that 
embodiment does not only relate to the corporeal or physical experiences of 
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being there, but also suggests engaging of “imagination, fantasy, context and 
‘making sense’ of doings” (Haldrup & Larsen, 2009; p.10). This is crucial as 
embodiment arises from the tourist's own set of contexts, their imaginative 
capacities, and their tastes. In fact, in the context of this dissertation, it also 
means their investment in the story worlds, their nostalgia, and connection. 
Reijnders et al. (2021, p.3) suggests that “Imagination is the device to both 
process media content; to integrate those media narratives into existing 
geographies; and to move individuals around the world in search of validation, 
authenticity, belonging, or whatever it is that may drive them”. This also 
means that the embodied experiences that depend on inherent qualities 
such as richness of imagination, are after all unique to each individual and 
differs from person to person based on the meaning they draw through 
their personal and emotional attachment to the story or the characters, 
locations, and settings (Kim & Assaker, 2014, p.264). Ultimately, it also 
can be inferred that such embodied experiences of media tourists are not 
entirely dependent on the filming location alone, but on multiple factors 
that precede the act of travelling to the filming location. Therefore, the on-
site experiences are a part of a larger process, which begins at home and is 
a part of their everyday life is surrounded by various influences (Månsson, 
2015, Reijnders et al., 2022). 

In the growing media ecosystem, where there is an increase in convergence 
of various media products, Månsson (2015) urges researchers to explore the 
various activities of the tourists and how they experience a place in relation 
to their media use as well. This is an important step ahead, as this role of 
new media also returns in all three of my interview-based case studies. In 
chapter 5 for example, new media enables the filmi song tourists to not only 
track and trace the locations of the filmi song, but also produce media on-
site involving their recreations of the filmi song and dance and sometimes 
share them in real-time. If nothing, the context of new media cannot be 
entirely divorced from the contemporary practices of media tourism, as the 
presence of new media feeds into the performativity of the space as well, 
indicating the active role of media tourists in determining experiences 
on-site and the creation of a place (Månsson, 2015). The emphasis on the 
creation of the place is further underscored by Crouch et al. In saying that 

“tourist sites, destinations, cultures, and, places are (at least in part) made 
significant through the way we encounter them, and the encounter happens 
in an embodied way” (2001, p.259), highlighting the agency the tourist has 
in contemporary media tourism practices.
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In doing so, the media tourists who enjoy making media on-site, and who 
sometimes indulge in re-creations of frames from their beloved media 
products, create a so-called “circle of representation” (Jenkins, 2003, p.308). 
The idea of being there is justified by viewing the place with the frames of 
reference provided by the media product, almost as if providing proof of 
being there (Urry, 2002). However, here I would like to clarify that this does 
intend to mean a clash of two approaches — one considering the instructional 
nature of media, and the other as I discussed before regarding the agency of 
the tourists in the process of media tourism in their performative capacities. 
I agree that the media provides tourists with a certain frame of reference 
and an initial context for realizing their travels. However, while they are 
there, I argue that their active performance and their appropriation of the 
media is what makes their experiences richer, yet potentially more personal 
and therefore more meaningful. This is basically to say that partaking in 
the circle of representation does not make the tourist lose their agency, as 
they find ways to appropriate the experiences they have onsite with what is 
available on hand. As such, it is impossible to “re-create” a shot or a sequence 
with utmost authenticity, and it can only be a version of it. Accordingly, Carl 
et al. clarify that “tourists blur the distinction between real and hyperreal 
through their motivation to re-perform the action of the films and this leads 
to high levels of satisfaction associated with the perception that they have 
achieved an ‘authentic’ experience” (2007; p.60). This is to say that for the 
media tourists who perform on-site, it is their version of the performance 
that gives them a perception of authenticity.

When one talks about tourist experiences in the realm of media tourism 
research, discussing the excellent work of Roesch (2009) is inevitable. 
Perhaps one of the earliest among the very few book-length studies that pay 
dedicated attention to the experiences of film location tourists, Roesch’s 
(2009) contribution is remarkable and academically advancing. In this 
dissertation too, it has provided insightful theoretical directions. While 
summarizing the pre-conditions for bringing in a sense of place, Roesch 
(2009, p.58) attributes it to power structures, the physical attributes of a 
place itself, and finally the identity of the media tourist that is shaped by 
their own unique and individualistic contexts. Therefore, here too, the 
way a place gets an ascribed meaning, is also through the appropriations 
of the Bollywood tourist, underscoring the central role of not just media 
entities but also the tourists in making Bollywood tourism the phenomenon 
that it is. This dissertation, therefore, is interested in both the format of 
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the media and the tourist experience they facilitate, to make the inquiry 
comprehensive and understand their motivations, experiences, and, values. 
Ultimately, it is understood that media tourists create a destination through 
their performances and embodiment. 

While the overarching idea of on-site experiences remains fundamental, 
this dissertation attempts to go a step further by comparing the nature and 
range of experiences that Bollywood tourism may generate. In doing so, 
I try to undertake a comparative case study approach to understand the 
similarities and differences in tourists’ experience of a place based on the 
cinema itself, the filmi songs, and the theme parks.

THE MEANINGFUL EXPERIENCE  
OF BOLLYWOOD TOURISM

As has been argued before, the phenomenon of Bollywood tourism is not 
only limited to the time when the tourist conducts the travels but is deeply 
rooted in the prior experiences of viewing the media, creating images of 
the place and the making of a ‘destination’ in the mental realms of the 
potential Bollywood tourists. Likewise, fans will look back at their travel 
experiences once they return home integrate their ideas of the sites, in how 
they relate to the media. Therefore, the phenomenon of media tourism is 
entrenched in the long-term processes that go on in the minds of the media 
tourists. Here too, consuming media, connecting it to one’s social world, 
fantasizing about the places shown therein, all constitute the preceding 
acts of the actual tourism (Larsen & Urry, 2011; Månsson, 2015; Reijnders, 
2016; Nanjangud & Reijnders, 2020). The media enable the creation of vivid 
story worlds, that allow the audiences to be imaginatively transported to 
the various locations shown therein, forming a connection with these places 
even before potentially arriving at the destination. This connection that was 
formed in the mental realm, gains realization in the physical realm, giving 
the fans of the media product a sense of belonging not only with their favorite 
media products, but also enables a sense of belonging with the destination 
itself (See Reijnders, 2016, p.673; Nanjangud & Reijnders, 2020). Therefore, 
these prior processes play a formative role in one’s on-site experiences and 
must not be discounted from the discussion on media tourists’ experiences. 
These deeper connections with the media and the destination make the 
experience valuable for Bollywood tourists. As Beeton (2005, p.229) suggests, 

“We view movies through ourselves in such a way to gain some personal 
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meaning” and “we put ourselves in the story, sights, sounds and emotions 
of the movie” (Beeton, 2005, p.229).

Firstly, the selection of the kind of films we choose to watch itself tends 
to indicate our personal tastes and preferences, which gets further intensified 
when the Bollywood tourist takes the connection further by visiting related 
destinations. This also means that the connection to the destination is 
intensified by the connection to the film, enhancing the on-site experiences 
for these purposeful media tourists. Such deep connections potentially 
feedback into the value that Bollywood tourists draw from their visitation. 
Therefore, this meaning-making process accounts for a combination of 
innate dispositions, and personal values that make the lived experience 
on-site special, and in the end meaningful. This results in experiences that 

“the tourist finds valuable and significant to them (emotionally, intellectually, 
or so forth), one that is worth the effort to have or even repeat” (Waysdorf, 
2017; p.29).

Similarly, what makes the experience valuable is the feeling of ‘belonging’ 
particularly when tourist practices occur in a transnational context. With the 
proliferation of the access to Bollywood cinema, one can find connections 
with the narratives of popular culture from any corner of the world and 
be imaginatively transported to the other. The compelling images, stories, 
and the very persuasive nature of Bollywood cinema; send its audiences to 
another narrative world that they connect with. This has been especially 
visible in the growing body of literature on the connections between 
diasporic audiences with the popular culture narratives from ‘Home’, that 
also encourage them to travel in search of their roots (See: Etemadder, et 
al., 2016; Marinescu, 2020). Essentially, Bollywood cinema functions as 
guidebooks for the Indian diaspora’s imagination of India and towards the 
formation of their cultural identities. Moreover, Bollywood cinema also 
tends to influence their touristic visitations to India to soothe their curiosity 
and experience the Bollywoodized version of India (See: Hannam, 2004; 
Bandyopadhyay, 2008, Gowricharn, 2009; Marschall, 2017; Nanjangud & 
Reijnders, 2020 to corroborate the above discussion).

Bollywood cinema as a medium allows for creation of what Etemadder, 
et al., (2016, p.503) call the “moments of home” when being away from their 
original homeland, even in a touristic capacity. This returns in chapters 4, 5 
and 6 in various degrees, as to how Bollywood tourists on their trips abroad 
seek comfort creating such “moments of home” while on holiday (Etemadder, 
et al., 2016; p.503). They use the concept of moments of home to “illustrate 
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how diasporic communities use travel and tourism to find, maintain or make 
home when away from their original homeland” (Etemadder, et al., 2016; 
p.503). Here I apply this notion in explaining how Bollywood narratives 
can provide a similar feeling when the tourists are on holiday. Surely, this 
discussion is a long one and while diasporic audiences find connections 
with ‘Home’ through cinema, it is also true in the case of resident Indians 
travelling abroad on holiday who wish to seek comfort from Bollywoodized 
narratives just like they would seek familiar foods most likely to feel less 
alienated. This kind of connection may potentially enable the tourists to 
draw value out of ‘being there’.

When a resident Indian leaves home for a temporary touristic visitation, 
these same popular culture narratives from home might provide a sense 
of comfort and nostalgia in a foreign land. In the scenarios of heightened 
mobilization, and movement of people, cultural goods and ideas, cinema 
provide an anchor to its audiences to take pride in. In fact, Bollywood 
song and dance has gained global traction as a marker of contemporary 
Indianness (Marwah, 2017) and continues to be a source of pride for Indians 
across the globe (Nanjangud & Reijnders, 2021). Naturally, these factors 
of pride, emotional attachment, and connection might function as anchors 
for Bollywood tourists when they visit locations abroad on holiday. Visiting 
these places then may then enable connection with the cinema from ‘home’ 
not only with the physical location for these Bollywood tourists, but also 
the symbolic value it lends by experiencing ‘their’ cinema enter all corners 
of the world (Nanjangud & Reijnders, 2021).

RESEARCH SET-UP AND CASE STUDIES

This dissertation is part of the larger European Research Council-funded 
‘Worlds of Imagination’ project, which examined media tourism in the 
context of emerging global media centres such as India, Brazil, Korea, 
Jamaica, and Scotland, thereby widening the scope of media tourism studies 
outside its predominant Anglo-Saxon focus. Particularly, this dissertation 
attempts to answer the call for studies that are done surrounding emerging 
global media centres and creative industries, particularly Bollywood, that 
have demonstrated immense potential in mobilizing place ideals (Connell, 
2012; Beeton, 2016; Reijnders et al., 2020) but currently lack systematic 
discussions. As mentioned above, this dissertation attempts to make 
these contributions prominent by bringing forth four prominent questions 
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that together place this discussion on Bollywood tourism within a wider 
contemporary social context.

Firstly, in chapter 2 that follows, I will establish and justify the broader 
methodological choices made for this research. I also engage in discussions 
related to the specific methods that have been adopted for gathering data. 
Furthermore, I also touch upon the ethical considerations undertaken 
for the project. Together, the various components of this chapter inform 
how the data was approached, collected, and analyzed, and give a deeper 
understanding of the paradigm the research operates within.

Following that is chapter 3, which is the first empirical chapter of this 
dissertation, whereby I begin by looking at the film narratives themselves. 
Before going deeper into the individual case studies, a thorough analysis 
of the various representations of travel within contemporary Bollywood 
cinema itself provides a fruitful basis to build further research on. This way, 
it is easier to interpret tourist experiences gathered from interview data. The 
chapter starts with the question: “What narratives of travel are represented in 
contemporary Bollywood productions, and to what extent it may impact tourists’ 
on-site behaviour in real life?”, thus providing a premise to understand filmic 
and societal connections in contemporary India. In this chapter, I conduct 
a narrative analysis of three purposively sampled contemporary Bollywood 
productions namely: Zindagi Na Milegi Dobara (2011, Dir. Zoya Akhtar), 
Yeh Jawaani Hai Deewani (2013, Dir. Ayan Mukherji), and Dil Dhadakne Do 
(2015, Dir. Zoya Akhtar), and study the characters in their touristic capacities.

In chapter 4, I study the largest Indian diasporic group in Europe: the 
Dutch Hindustani community. I investigate how Bollywood cinema has 
shaped their image of India, and consequently, how they planned their 
trips to India using Bollywood cinema as a guidebook. This research offers 
interesting insights into the motivations and experiences of the Dutch 
Hindustani’s travels to India in real and mental realms. Here I ask the 
question: “What are the cinematic imaginations of India developed by the Dutch 
Hindustanis under the influence of Bollywood cinema, and to what extent do 
these imaginations influence their travel decisions to India?”. The research taps 
into their feelings of nostalgia when in the Netherlands, and finally how 
they use Bollywood cinema in their everyday lives as part of their ongoing 
‘identity work’.

Chapter 5 looks at the influence of one of the characteristic features of 
Bollywood cinema, namely its music videos. Also known as filmi songs, 
Bollywood music videos have become lucrative spaces for filmmakers to 
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capture diverse global locations and bring novelty and spectacle to their 
productions. As opposed to filming a two-hour film, shooting just the song 
sequences abroad has enabled filmmakers to get a similar effect in a span of 
3-odd minutes, thereby making filmi songs in a foreign setting commonplace 
in contemporary Indian cinema (Cucco and Scaglioni, 2014). Here, I discuss 
this phenomenon by focusing on the filmi song Gerua from the film ‘Dilwale’ 
(2015), which familiarized the diversity of Icelandic landscapes to the Indian 
mass audiences. Particularly, I ask the question: “How do Bollywood tourists 
motivate, experience, and value visiting locations related to their beloved filmi 
songs, and in the process, how do the local stakeholders perceive this new and 
multifaceted change?” In doing so, I touch upon the filmi song tourists’ re-
enactments and on-site experiences.

While the preceding two chapters discuss the film and the filmi song, 
chapter 6 considers Bollywood cinema’s expression in a transmedia space by 
bringing to light the case of Bollywood Parks Dubai. This study attempts 
to understand how the Bollywood narrative is experienced by the Indian 
visitors travelling to Dubai on holiday, and how they experience national 
pride, and Indianness at the park. I specifically ask the question: “How do 
visitors experience and appropriate the popular representations of Bollywood and 
related notions of Indianness at Bollywood Parks Dubai?” This research attempts 
to bring in a rather rare south Asian perspective to theme parks research 
that is much elusive. What piqued my interest was how this transmedia 
space gathered Indian visitors while embedded in a different cultural setting 
miles away from its original context.

As discussed before, together these chapters provide a diverse and rich 
view of the phenomenon of Bollywood tourism, zooming in on the tourists’ 
motivations, experiences, and values. In doing so, the transmedia and 
transnational context of Bollywood tourism is highlighted, underpinning 
each research question with a case of contemporary relevance. In chapter 
7, the concluding chapter of this dissertation, I will present the general 
conclusions of this dissertation arising out of the comparative analysis of 
the preceding chapters.
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The previous chapter introduced the set-up of this research project, 
including the goals, questions, and directions of this research. Additionally, 
I also underscored the relevance of conducting this study by identifying the 
various gaps in the existing literature. In continuation with the previous 
chapter, I will now discuss the methodological choices that this dissertation 
has adopted. A sound idea of the research design allows us to connect the 
afore-discussed theoretical perspectives with the concrete empirics of this 
project. Firstly, I will discuss the research paradigm this project operates 
within, next I will focus on elaborating the approach that was adopted for 
this research. Thereafter, I will discuss the research design, the methods 
of data collection including the sampling strategies, and some notes on 
data analysis. Finally, I conclude this section by scrutinizing the ethical 
considerations of this project, touching upon issues of privacy and my 
positionality as a researcher.

RESEARCH PARADIGM

Determining a paradigm entails a deeper understanding of where the 
researcher is coming from, and how the study can be positioned within 
existing theoretical and methodological spectra. The paradigm of research, 
therefore, is the overarching framework within which a researcher's 
epistemological and ontological choices have been made. This makes the 
choice of the right paradigm fundamental to the research design. Together 
these methodological steps provide form and shape to this project (Rehman 
and Alharthi, 2016; p.51) and allow this research to operate within defined 
perspectives. 

The research question guiding this research is: How do Bollywood fans 
motivate, experience, and value visiting locations related to different forms 
of Bollywood cinema around the world? Specifically, I study the cultural 
phenomenon of Bollywood tourism, focusing particularly on the motivations, 
embodied experiences of these Bollywood tourists and what meaning it 
holds for them. Considering that I explore how media tourists’ individual 
experiences shape their social reality, and my own reading of their experiences, 
the interpretivist or the social constructivism paradigm appears to be the 
best choice, where meanings are constructed through interactions with 
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the participants paying attention to their subjective realities. As Denzin 
& Lincoln (2018) explain, “the constructivist paradigm assumes a relativist 
ontology (there are multiple realities), a subjectivist epistemology (knower and 
respondent co-create understandings), and a naturalistic (in the natural world) 
set of methodological procedures” (p.13). Accordingly, this research bears an 
interpretative constructive positionality, wherein the subjective realities are 
determined by the lived experiences of the Bollywood tourists, each working 
with me, the interviewer, to co-create knowledge of contemporary value 
(Guba & Lincoln, 1994). Schwandt (2000; p.197) says that the interpretations 
that are made by the researchers are not done in isolation but “against a 
backdrop of shared understandings, practices, language and so forth”. This 
stance has majorly contributed towards this dissertation.

Furthermore, within the interpretative paradigm, this thesis adopts an 
interpretative phenomenological or the ‘Hermeneutics’ or ‘Hermeneutic 
Phenomenology’ (Cohen, 1987) method wherein there is an emphasis on 
understanding “how participants are making sense of their personal and 
social world” (Smith & Osborn, 2008; p.53). I mainly look at the meanings 
the specific experiences hold for the participants from what they choose 
to share. Smith and Osborn (2008) further argue that a phenomenological 
approach entails a close examination of the life-worlds of the participants, 
and their subjective realities (Smith & Osborn, 2008). This stance is truly 
befitting within the context of this research considering how I am more 
interested in the participant's versions of realities, in what way do they choose 
to share, and how I as a researcher interpret their life-worlds.

This dissertation carefully employs and adheres to a set of implied rules 
within the paradigm of social constructionism. Firstly, within the chosen 
phenomenological research approach, “realities are apprehended in the form 
of multiple, intangible mental constructions, socially and experientially based, 
local and specific in nature” (Guba & Lincoln, 1994 p.110). This allows the 
dissertation to be placed within the interpretative paradigm, where gaining 
a deeper understanding of the tourists’ motivations, experiences and values 
can be facilitated as it focuses on the understanding of being (Frachette 
et.al, 2020, p.4).

In fact, one can see an increasing growth of phenomenological research in 
tourism studies (See: Curtin, 2006; Ingram, 2002; Uriely, 2005, Bolderman, 
2018). Szarycz (2008) makes an important contribution towards the utilization 
of phenomenological research in tourism studies. Bearing a critical stance, 
Szarycz (2008) looks at how often there is a misinterpretation or misapplication 
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of phenomenological research in tourism studies. This work has been useful 
in making more mindful choices while writing this dissertation. Especially, 
having knowledge of this criticism, I am able to clarify that while this study 
looks at the lived experiences of the media tourists, which inform this research, 
it does not intend to generalize, nor assume that the participant's versions of 
realities are coherent with the actual realities. This also ties into the fact I 
underscore in the introduction, that this dissertation does not claim a direct 
causality between media consumption and tourist motivations. Within those 
interviewed, this dissertation entertains the fact that, people’s perceptions 
and momentary experiences are not devoid of illusions, fallacies, mistakes, 
misconceptions, or errors about the absolute reality (Szarycz, 2009, p.50) and 
that it is related to their social, political, and cultural contexts (Flood, 2010).

Interpretative phenomenology is “a way of describing phenomena as they 
appear to the person experiencing the phenomena” (Tuohy et.al, 2013, p.18). 
That said, what is perhaps an interesting feature about the phenomenological 
and ethnographic approach is that it attempts to not just focus on one 
notion at one point in time but tries to see how these notions perhaps fits 
into a larger life and look on reality. In other words, this thesis is not just 
interested in Bollywood tourism in its isolated capacity, but in how these 
motivations, tourist experiences, and values fit into the larger transnational 
context that has been drawn in the introduction.

The importance given to the researcher’s interpretative capacities, also 
means that the researchers are at the helm of Interpretative research. Grix 
(2004, p.83) says that researchers can never be detached from the social 
reality that they’re studying and are in fact an integral part of it making the 
reflexivity of the researcher a very important factor in Qualitative research 
(See: O’Brien et al., 2014; Tong et al., 2007). Especially within interpretative 
phenomenology, a researcher is never expected to let go completely of 
their pre-conceived biases or ideas, as in fact, they play a cardinal role in 
the outcomes of the research. According to Flood (2010), the meanings 
generated are an aggregate of both the participants' and the researchers’ 
meanings. In this way, the research paradigm adopted by this dissertation 
can be described where social constructivism is at play and the researcher 
and participants both being active in the co-creation of knowledge within 
the established context.
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RESEARCH APPROACH

Bollywood tourists’ motivations, their experiences on-site and the kind of 
meaning-making processes they go through on-site are at the heart of this 
dissertation. To completely grasp their story-worlds and generate fresh 
insights about their individual subjective experiences, a qualitative-empirical 
approach was understood to be the most befitting. Firstly, it enabled me to 
dive deep into their motivations, experiences, and values and generate rich, 
layered, and complex data that enabled my interpretative abilities to draw 
meaningful conclusions. Secondly, within this context of studying something 
deeply personal, such as media consumption and the audience’s expression, 
I found that such meaning-making processes are very much rooted in an 
individual and therefore, must be treated with care, and understood in-depth. 
A qualitative approach not only allowed me to tap into these questions, but 
also enabled me to assume a central role in the process of interpretation. 
Interestingly, (Denzin & Lincoln, 2018, p.5) associate a qualitative researcher 
with the maker of quilts, in how the researcher “stitches, edits, and puts 
slices of reality together” (p.5). Because the role of the researcher is salient 
in the analytical process, it allowed me to completely synchronize myself 
to the intricacies of the data, which a quantitative approach would probably 
have discouraged. 

The overall approach of this research that is interested in grasping 
the motivations, experiences, and values of the Bollywood tourists, has 
therefore been qualitative in line with Karpovich (2010) who says that 

“Purely qualitative studies can contribute to understanding by outlining 
the complexity of the possible range of tourist experience” (2010, p.11). This 
dissertation by virtue of being exploratory in nature, looked at gaining an 
understanding of the range of experiences Bollywood tourists have onsite. 
Understanding these questions and gaining a deeper understanding behind 
these reasonings; begged for a qualitative research approach. Finally, this 
qualitative lens allowed for interactivity and trust between the interviewer 
and interviewee. This trust-building encouraged them to share more openly 
and gave them the much-required freedom to control their own stories. On 
the other hand, this further allowed me as the researcher to immerse myself 
into the data and to draw conclusions based on my reading of the data while 
retaining the voice of the participants. This approach has therefore greatly 
helped this project.
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The Bollywood tourist is at the heart of this project. It is the Bollywood 
fan-tourist that consumes the media, who attaches certain meanings with 
the media, and finally, after a fair bit of planning, arrives on location. It is a 
deeply personal and complex process of how each member of the audience 
processes this based on not just interest, but also affordability, and aesthetic 
dispositions, class among other socio-economic factors. Furthermore, what is 
interesting is that often the participants have no indication whatsoever that 
they’re a media tourist — or there are others like them. The inspiration to 
travel is often so implicit that the media tourists do not think about it until 
they are asked. A qualitative-empirical design allows a so-called ‘breathing 
space’ for the participants to take their time in recalling, where the interviewer 
embraces the silence, and allows that space for the participant to recall their 
memories from the deepest parts of their minds. In fact, Bengtsson and 
Fynbo, (2018, p.33) argue that in qualitative interviewing, these silences can 
be highly constructive and lead to valuable data in the end.

Ultimately, a qualitative-empirical approach ensured the richness of 
the data in terms of variety and texture — allowing each participant to be 
candid and speak from a unique position. Within a qualitative-empirical 
design, specifically, the interview method allowed active construction of 
knowledge in the process of the interview. The structure and flow of these 
questions enabled the researcher to elicit the responses that suited the goals 
of the research.

Within a qualitative approach, my research finds itself relevant to the 
grounded theory approach (Charmaz, 2006). The grounded theory approach 
has allowed me to use the data and the various patterns emerging within 
it, to refine the theoretical frameworks not only on the individual case 
studies level, but also on the project level (explained further in the following 
sections). This further has enhanced the alignment between the data and 
the theoretical framework. In the following section, I will establish the 
design of the research that discusses the steps that were taken within this 
qualitative-empirical approach.

RESEARCH DESIGN:  
A COMPARATIVE CASE STUDY APPROACH

To address the research questions, this research project has adopted a case 
study design, comparing the phenomenon of Bollywood tourism in the 
following four contexts: 
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1. the research on filmic narratives in contemporary Bollywood cinema;

2. the case on diasporic trips to India and their cinematic imaginations;

3. the case looking at respondents’ re-enactments on a filmi song location
in Iceland, and 

4. the concluding case on visitors experience of Indianness when visiting
Bollywood Parks Dubai. 

These three media types (respectively the film format itself; the filmi song; 
and the theme park) allowed me to analyze the transmedia nature of 
Bollywood culture within this dissertation. To look at these three media 
outlets through the different case studies, further allowed me to provide 
a more holistic view of the various patterns, similarities, or dissimilarities 
in the way a tourist experiences these places and the role and affordance 
of these media.

To gain a comparative understanding of how these media yield varying 
motivations, experiences on-site, and values of these Bollywood tourists’ 
I employed a comparative case study design (Merriam 1988; Duff 2008; 
Creswell 2013), making sure that similarities and differences between the 
various contexts (Goodrick, 2014, p.1) and manifestations of Bollywood 
tourism could be analyzed in tandem. Therefore, the case studies elaborated 
in chapter 4, chapter 5, and chapter 6, and also chapter 3 share a common 
focus on understanding the motivations, experiences, and values of Bollywood 
tourists on-location, and how these tourists make their on-site experiences 
meaningful.

The case study design has also been criticized, for example with regard 
to the question of generalization. While it is true that the results of case 
studies are not always easily generalizable, Flyvberg (2006) suggests that 
case studies actually offer valuable insights for their closeness to reallife 
situations, thus providing a nuanced view of reality that is very context-
dependent and specific to those situations (p.223). Flyvberg (2006, p.226) 
further goes on to say, that generalizations are “overrated” and in no way 
does it indicate true scientific progress (p.226). This also emphasizes the 
importance of context-specific knowledge that I try to bring across with 
this dissertation. 

In this project, I have four empirical studies that all aim to yield insight 
into the variety of Bollywood formats. The same quest for variety and 
attention to difference; also returns in the way that I approach my central 
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method of interviewing. In my project, I celebrate each interviewee and 
their subjective realities. I consider their voice and their personal contexts 
that impact their sharing and therefore the interview process, and as such, I 
speak on behalf of the interviewees making it truly a one-of-a-kind study that 
bases itself on these very specific participants and what they choose to share. 
This way, my aim through this dissertation is not to provide generalization as 
already this study — at its core — tries to defy such generalization and the 
Western bias in this field of study. I aim to present concrete research, which 
has a discernible open-ended-ness. I do not attempt to create universally 
applicable findings, but findings that show the diversity of contexts in which 
media tourism takes form.

The process of selecting the case studies was highly iterative and flexible 
(Bryman, 2016). This has meant that the selected cases were considered as 
per the gradual progression of the project fitting with the grounded theory 
approach (Charmaz, 2006), keeping the relevance, timeliness, and scope for 
theoretical coherence in mind. This is to say that while the overarching ideas 
proposed in my original proposal still holds true, the project has undergone 
refinement in both theory and the selection of case studies (explained in 
the next paragraph). Flexibility of this kind is also one of the cornerstones 
of qualitative research, that allows for incorporation of ideas along the way. 

As such, each case has been developed from keen observation and 
impacted the interrelated studies. For example, the empirical chapter 
on Hindustani Diaspora and return trips to India, started with a simple 
observation of hearing remixed versions of familiar Bollywood songs in a 
neighborhood supermarket in the Netherlands. This curiosity led me to 
discover the angle of diasporic studies, especially pertaining to the issues of 
2nd and 3rd generation diaspora with currently little to no contact with India. 
Interestingly, this lack of contact did not mean a lack of connection, and 
thus began the process of interviewing for my case, which theorized such 
comprehensive tourist practices of audiences. Similarly, while the inquiry in 
the diasporic case started with film and its influence, the mention of filmi 
songs was frequent. This led me to think about the independent influence 
of filmi music videos on the media tourism experience of the tourists and 
what value did they draw from their visits to filmi song locations. This 
led to an interesting insight into the role of filmi songs in changing place 
narratives. Researching tourist re-enactments in Iceland, was not only of 
contemporary value, but it allowed me to dive deeper into the theoretical 
orientation of tourists’ experiences.
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Finally, through my reading in the initial phases of the research, the presence 
of the first and only Bollywood theme park outside India was discovered in 
Dubai. The data resulted in a (critical) discussion of national pride, which is 
discussed in the case of Bollywood Parks Dubai in chapter 6. This notion 
was grasped after multiple interviews pointed to it, and it led to the inquiry 
into the tourists’ experience of Indianness at Bollywood Parks Dubai, which 
later refined the theoretical framework. Similarly, I then saw the direction 
of tourist experiences gain prominence not only within this case study, but 
also started envisioning this framework and its applicability throughout 
my project. This constant refinement in terms of theory and context has 
added to the iterative and flexible character of this thesis. This allowed me 
to revisit and strengthen my theoretical framework with a fresh perspective, 
incorporating the guidance I received from the collected data. This is to 
say, that the data has always influenced the refinement of the theory and 
the overall directions that the project has made. Such refinement, in theory, 
is in line with the principles of grounded theory (Charmaz, 2006), which 
is elaborated in the previous section. In the following section, I will turn 
to the tools and methods that enabled me to gather the required data to 
perform this project.

RESEARCH METHODS

Given the exploratory nature of the dissertation, in-depth qualitative 
interviewing was considered especially fruitful, as it holds the participants' 
perspective central to the data gathered (Brinkmann & Kvale, 2018) while 
still allowing the researcher to guide the direction of the interview. As 
such, it is a key feature of qualitative interviewing that the interviewer and 
interviewee together construct new knowledge by the way of questioning 
and answering. This co-construction of knowledge enables the participants 
and interviewer to be active in this process of meaning-making (Holstein 
& Gubrium, 1995; Brinkmann & Kvale, 2018). The structure of an interview 
is like an everyday conversation, however, due to its professional nature, it 
involves a “specific approach and techniques of questioning” (Brinkmann & 
Kvale, 2018, p.27). Efforts are taken to keep the power structures symmetrical 
between the interviewer and the interviewee.

Interestingly, Brinkmann and Kvale (2015; p. 57) introduce the metaphor 
of an interviewer as a traveller. It is especially befitting in this context of 
media tourism that I as a researcher am able to wander through the mental 
landscape and enter into meaningful conversations with the participants.  
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I do this while exploring various domains, unknowns — especially with an 
interview guide, to guide my expedition (Brinkmann & Kvale, 2015, p.57). 
The researcher’s role is much like the traveller who comes back home bearing 
their perspectives and impressions on the knowledge they encountered 
(Brinkmann & Kvale, 2015, p.58). Knowing that my interpretation as a 
researcher is valuable in the process allowed me to pay attention to the 
nuances of the interviewees beyond just their words.

By and large, face-to-face interviewing was conducted, to make the most of 
the possibility to go ‘in-depth’ and have a meaningful conversation. However, 
as situation demanded, interviews were also conducted in duos or trios 
(see chapter 6: Theme parks case). In such cases, the depth in conversation 
was provided by the fact that the participants were fully immersed in the 
location. For the purpose of this research, I conducted 56 interviews between 
August 2017 and January 2020. Out of which, this thesis directly employed 
53 interviews for its empirical cases. The other expert interviews were done 
to mostly grasp the current scenario and hear from experts in the field to 
further inform my research in terms of relevance to the industry and context.

While interviews form the main corpus of data for the empirical chapters, 
there are also supplementary methods that were employed where appropriate. 
These secondary methods helped in further enriching and supporting the 
interview data. For example, in chapter 3, I make a commentary about the 
emerging travel narratives in contemporary Bollywood cinema. This was 
essential to do to tease out the actual patterns within the industry, and how 
characters in these films implicitly guide media tourists to perform travel 
through their personal narratives. This involved a study of the medium 
itself, and therefore begged for a method which understood the narratives 
of travel and the travellers within these purposively sampled films. Here, 
a qualitative technique of performing a narrative analysis (Butina, 2015) 
on three blockbuster films and their main characters was considered most 
appropriate. In this case, I look at the characters within the medium of 
cinema as tourists, and the narratives they convey (See chapter 3).

Finally, I also undertake field observation as a supplementary method in 
the case studies from chapter 4, chapter 5, and chapter 6, whereby getting 
hold of a context is cardinal. In a case study approach, the role of observations 
includes a detailed account, and enriched context that a researcher bears 
once they find themselves on-location that is directly related to the context 
of the research, that includes experiencing first-hand the various events 
and activities (Simons, 2015). Participant observation meant partaking in 
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various activities that media tourists would do, such as bus tours (Iceland 
case; chapter 5), or rides (Dubai case; chapter 6). Here my role as a researcher 
was less present than my role as a tourist who was a part of the group of 
other (media) tourists (Cresswell & Poth, 2018). In chapter 4 however, I 
undertook the non-participant observation (Allen, 2017), as I engaged with 
individuals from the diasporic communities in the Netherlands, who shared 
their insights. By conducting a non-participant observation meant that I 
could observe their spaces, what cultural influences they had, visiting ethnic 
supermarkets and neighbourhoods, workplaces, and corroborate it with their 
interviews. This allowed me to situate myself in the context better and in 
turn, informed my research as I gathered insights from the field, the site 
where all the action happens. The main method (Interviews) was therefore 
supplemented by these supporting methods by adding multiple layers of 
meaning to the collected data. 

In sum, a multi-method qualitative-empirical approach has informed this 
dissertation, not only enhancing its validity, but also the well-roundedness 
of the dissertation. That said, as interviews offer the bulk of insights for this 
study, in the following sections I will zoom in on this method, particularly 
explaining how I approached, selected, and interviewed my respondents.

PLANNING AND PREPARATION FOR THE INTERVIEWS

The planning and preparation for the in-depth semi-structured interviews 
were done on multiple levels. Firstly, this has meant a very strong preparation 
preceding the actual interviews to elicit the participant's narratives most 
effectively. The planning for this is rooted in the actual case study I envisioned 
and what direction I expect the conversation to turn to while still allowing 
for newer themes to develop. Being an inductive inquiry rooted in grounded 
theory, there are no hypotheses to test here, however, the questions were 
designed in a way that helped evoke not only descriptive information, but 
also emotions, feelings, and reflections (Tracy, 2013). Bollywood tourism as 
a process is not very self-evident to the ones who perform it, and therefore 
the questions need to be ordered in a way that allows them to tease out 
memories from the deepest vaults of their minds. This exercise, therefore, 
needs a thoughtfully crafted topic guide/interview guide. The interview guide 
contains a broad list of topics since I adopt the semi-structured design of the 
interviewing. Designing these topics guided me to stay on track with the 
final goals of the case study, as to what angles I was interested in knowing 
more about. I gradually went from general topics to more specific ones that 
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pertained to the core of the case study. Brinkmann & Kvale (2015, p.156) 
call it the “funnel shape” interview method. The interview questions were 
formulated simply and clearly, while taking care that they are not leading 
and are jargon-free for the participants to comprehend (Tracy, 2013). These 
interview guides were designed per case study that suited not only the 
context of the enquiry but also to whom the questions were being addressed. 
For example, the interview guide for tourists differed from the one for the 
management person or a local tourism service provider. Therefore, the 
right kind of preparation ensured a smooth interview process. While this 
topic guide provided a guiding structure, the participants were encouraged 
to also speak their minds openly, not worrying about the direction of the 
conversation. This allowed me to follow up on certain ideas, which I found 
were interesting for the study, and invite the participants to elaborate on them.

Secondly, while these may appear inconsequential, but an equally 
important part of planning the interviews during fieldwork abroad is aligning 
with the calendars of the destination. I looked at the holiday seasons before 
planning my trips, especially to Iceland and Dubai, to make the most of my 
short duration of the visit. For example, it would not be fruitful if due to 
the holiday season some local businesses are shut, or if I am unable to speak 
to some key informants whose responses would have benefitted my study. 
Another example of my planning includes choosing to conduct the fieldwork 
in Dubai in the month of December, when the weather is the most favourable, 
and the city receives many tourists due to the peak holiday season. Such 
pre-planning has helped me in being at places at the right time, to minimize 
disappointments and inconvenience. Similarly, having a few appointments 
before flying to the destination helped me snowball my interview sample 
within the (often-limited) period of fieldwork, and proved to be a large part 
of the preparation while I was still in the Netherlands. I elaborate further 
on how I recruited potential participants in the following section.

SAMPLING: TECHNIQUES, CRITERIA, SIZE, REFLECTIONS

This dissertation is exploratory in nature, and semi-structured in-depth 
interviews allowed generation of fresh insights in the field of Bollywood 
tourism. Naturally, the recruitment of the right group of individuals was 
essential to gather data. I utilized the purposive sampling technique, wherein 
I recruited individuals whom I thought could contribute to the discussion 
about this specific topic (Creswell & Poth, 2018). In purposive sampling, 
the recruited participants ought to contribute towards the purpose of 
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the main goal of the project. The largest corpus of the sample across my 
various case studies are tourists. Based on what the case study demanded 
I looked towards recruiting individuals that satisfy a particular criterion 
(Lindlof and Taylor, 2019; pp.145-146). Criterion sampling is a specific type 
of purposive sampling, wherein certain criteria become important while 
selecting individuals or cases for a study. In chapter 3, the main criterion 
in place was that a film should have been released between 2010 and 2015, 
marking the contemporariness of the films and that these films must have 
caused ripples in the travel industry in and from India. This was assessed 
by press reports surrounding these films and finally led to a selection of 
three appropriate films.

Secondly, in chapter 4, wherein I engage with the Dutch-Hindustani 
community and their cinematic associations with Bollywood/Popular Hindi 
cinema, I employed Dutch-Hindustani’s who identified themselves as fans of 
Bollywood cinema and currently reside in the Netherlands. I found that when 
my participants themselves subscribed to an identity (India loving Dutch-
Hindustani living in the Netherlands), they contributed wholeheartedly to 
the discussion as though the conversation is a celebration of it, and not so 
much an interrogation about it. This I found to be an advantage of criterion 
sampling. Based on the same criteria, it is the snowball sampling technique 
(Naderifar et al., 2017) that helped to reach more potential participants. I 
will discuss that further in the following paragraphs.

In chapter 5, I recruited different groups of individuals: tourists, 
policymakers, and service industry professionals. I found that this way, I 
could see how these tourist behaviours could perhaps be more systematized, 
if and how the policymakers saw the potential in doing so. This provided 
me with a holistic perspective on the phenomenon of Bollywood-induced 
media tourism that was emerging in Iceland. For tourists, the criterion was 
if they visited Iceland in the past five years since the date of the interview, 
considering the filmi song I studied Gerua released in 2015 as a part of a 
Bollywood film — Dilwale (dir. Rohit Shetty). I did not explicate the 
criterion they went there after being inspired by the song, as it is something 
which I wanted to discover — to what extent did the song have a bearing 
on people’s motivation to visit Iceland. This sampling strategy, therefore, 
led to interesting organic insights. In the case of other categories such as 
policymakers and service industry professionals — I undertook participant 
observations to gather relevant people who fit the criterion I had in place. 
E.g., the tour guide of a guided bus tour in Iceland shared insights about 
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his experience with guiding a bus full of Indian tourists who were primarily 
driven by the filmi song on their visit (Full quote in chapter 5). This led to 
discovering more insights that probably self-reporting of experience may not 
always deliver, thereby balancing the richness of the interview data. With 
tourists, I made an open call on my social media channels such as Instagram 
or Facebook, to look for participants, and through further snowballing,  
I gathered a good number of tourists that suited the case study. Secondly,  
I also looked at various social media platforms and did an in-depth search of 
any fan recreations. For the policymakers, I found them on the official websites 
of the government, and from there, I obtained necessary appointments with 
them before arriving in Iceland. More details are in chapter 5.

Finally, for the case study on Dubai (chapter 6), I still adopted a criterion 
sampling — looking at visitors to Bollywood Parks Dubai. As previously 
mentioned, the theory is grounded in the data; upon my arrival at Bollywood 
Parks Dubai, and conducting fieldwork, I experienced a high volume of 
Indian tourists’ visitation to the park. This piqued my interest in finding 
more about the interest of mostly Indian tourists abroad, finding comfort 
in the narratives of home. Thereafter, the criterion became Indian tourists 
visiting Bollywood Parks, and I refined my search based on that criterion. 
I looked at Instagram hashtags #BollywoodParksDubai, and found public 
posts of visitors, and asked them if they would be interested in participating 
in the interview. A brief assessment of the person who posted came from was 
done by studying their Instagram profile and understanding if the person 
fits the criterion of the study. Only after that confirmation, I approached the 
interviewee. Furthermore, personal networks helped me spread the word 
about the call for participants — that enabled me to recruit the second degree 
of participants — that came through known personal networks, but I did 
not know them personally. This not only established trust in their minds, 
that there was a common acquaintance, but also helped avoid any bias, or 
deviation with personal conversations.

As can be sensed from the previous discussion of the three interview-based 
case studies, a common sampling technique alongside purposive criterion 
sampling employed across cases is snowball sampling. Sampling, in general, 
is associated with “choosing a part of the population to represent the whole” 
(Naderifar et al., 2017, p.1) the main aim of which is often generalizability. 
As also previously discussed, this dissertation does not intend generalizability, 
but intends to bring focus to the kinds of perspectives that are possible in 
Bollywood-induced tourism, which is rare and fragmented. Accordingly, 
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the sample does not aim for generalizability, but to find how various groups 
of people identify as media tourists and how it can be drawn into more 
structural changes in the field. These various sampling criteria led to finally 
56 interviews (17 Diaspora case, 18 for Iceland case, 18 for the Dubai case, 
and 3 for context) and an analysis of 3 films.

Of the many sampled participants (for cases 2 and 3), many of them were 
from metro/tier 1 cities in India. This is not to assume that people hailing from 
tier 1 cities are more upwardly mobile or can afford experiences abroad. This 
is perhaps due to my own positionality (See final subsection for more details), 
and my own circle that hails from Mumbai or Pune which was amassed 
by the snowballing technique. That said, I also encountered participants 
from smaller cities in India on my visits to Iceland and Dubai, or Indian 
expats living in the USA or UK, or Dubai, and they are interviewed as well. 
This variation in the sample helps gather a wider perspective; however, it 
must be acknowledged that due to my networks, it may lean heavier on 
respondents from the bigger cities in India. A complete list of respondents 
can be found in appendix A.

INTERVIEW SET-UP AND OTHER DATA COLLECTION

The interviews were all conducted in different circumstances, some face-
to-face, some on-site, and some online. This also brings an interesting 
variation and character to the data. Mann (2016) discusses the variation in 
interviewing when conducted face-to-face or using digital platforms and 
states that varying modes of interviewing all have their merits. Adopting a 
newer school of thought, Hammond and Wellington (2012; p.91-93) argue 
that qualitative interviewing need not always be assumed as face-to-face 
interviewing, and in fact, leveraging newer modes of online interviewing, 
presents an interesting opportunity in terms of access to a larger geographical 
area, yielding similar quality data at a high convenience rate. For example, I 
received some really interesting insights from interviewees in the USA, and 
the UK that were facilitated by a heightened possibility of interviewing via 
WhatsApp call or Zoom. In the absence of such an opportunity, travelling 
to these locations for a single interview would not only be impractical and 
expensive, but also time-intensive. Therefore, these methods of interviewing 
are celebrated in this dissertation instead of being critiqued (see: Mann, 2016, 
p.87; Hammond and Wellington, 2012, 91-93; Mann and Stewart, 2000).
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Guided by a topic list, most interviews were conducted synchronously, 
wherein the interviewer and the interviewee were both present in the 
conversation. A semi-structured interview lends space for “negotiation, 
discussion and expansion” (Mann, 2016; p.91) of the responses. Once the 
interviewees were identified (as discussed before), I sent them a formal email 
or a text message on the platform I identified them on. I realized that not 
everyone actively used email, and were more readily available for requests via 
a WhatsApp chat; as it was quicker and facilitated a quicker response. Once 
a mutual date and time was agreed upon, the interviews were conducted at 
either the participant's home, at a place chosen by the participant, or the 
university premises in a conference room. If the mode of the interview was 
online, a suitable date and time was agreed upon. In the Dubai case, many 
interviewees were also interviewed on-site at the theme park.

The set-up of the interviews was standard for all the interviews. All 
interviews started with me thanking them for spending time on my project 
with their valuable inputs. I showed them the brochure of the project which 
had all the official information and contact details of the project members. 
This was useful in building trust and gaining their consent before the start of 
the interview (More on the ethical aspects will be discussed further). Once 
they were comfortable, I asked their permission to record the interview and 
then started the recorder. I started the interview with general questions 
that were intended to warm up the respondent and tried to gather ample 
information about their own positionality from where they are speaking. 
Wherever it allowed, I also looked at their surroundings if I could find cues 
that added to their words. Once ample contextual information was procured, 
I went deeper into the topics gradually. The semi-structured nature of the 
interview allowed us to freely explore different angles of the topic; while 
on the other hand, the topic guide ensured we stayed on track with the 
goals of the research.

The audio files were transcribed verbatim by me and two transcribers 
from India. Four transcripts were also transcribed by a student assistant 
at Erasmus University Rotterdam. However, it was felt that to completely 
grasp the cultural context linguistically, including the names of the films 
discussed, it was better to have transcribers from India, who were research 
students from Savitribai Phule Pune University. Once the transcripts arrived, 
I went through them all and crosschecked them with the audio-file to ensure 
the meanings were retained in the transcripts.
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The interviewees were not monetarily compensated for any of the interviews. 
Wherever possible, especially during a face-to-face interview, they were given 
a bar of chocolate as a sign of gratitude for their time, or the researcher paid 
for their coffee. However, this was done after the interview was finished, 
so it had no bearing on the data whatsoever. The interviews were all in 
English, with some occasional Hindi remarks made by the respondents 
while discussing the context of the films, or the names of the films. Being 
a native English speaker, hailing from Bombay, India, I was proficient in 
English, Hindi, Marathi, and Kannada. This helped me adapt quickly to 
any switches in language and still derive complete meaning from it. The 
interviews lasted from approx. 25 minutes to 70 minutes across the various 
case studies.

While interviews form the most data, chapter 3 adopted a different 
method, wherein the method of data collection was through a qualitative 
content analysis of three blockbuster contemporary Bollywood travel films. A 
narrative analysis was applied on a set of purposively selected films, adopting 
a critical cultural perspective (Andsager & Drzewiecka, 2002, p.404) by 
looking at how the “meaning is constructed through pictures, narratives 
and other objects and language” (p.404).

Finally, field observations were a natural complementary method to 
enhance the findings from the interviews. I spent 6–10 days on the field 
and took detailed notes that helped make better sense of the interview data. 
Depending on the case study, I performed either participant observation 
(Dubai and Iceland case) or non-participant observation (Netherlands case) 
as explained before.

Overall, these three methods were triangulated to provide a complete 
picture of the phenomenon of Bollywood tourism. Once these data were 
collected, they were subjected to thematic Analysis, which will be elaborated 
in the forthcoming section.

DATA ANALYSIS

In this section, I will describe how I approached the analysis of the interview 
data. Once the interviews were conducted, they were soon transcribed either 
by the researcher or by an assistant. These transcripts were transcribed 
verbatim, maintaining nuances such as pauses and emotive expressions such 
as laughter. These interview transcripts were then subjected to a thematic 
analysis. Thematic analysis provided the analysis with the much-needed 
theoretical freedom, and this kind of flexible approach, provided a rich 
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and detailed, yet complex account of the collected data (Braun and Clarke, 
2006). The applicability of the method of analysis is described in each of 
the empirical chapters.

Before subjecting the transcripts to thematic analysis, all of them were 
thoroughly read and re-read. They were also cleaned up wherever needed to 
avoid any distractions in the process of coding. Once I completely familiarized 
myself with the data, it was easier to grasp the patterns therein, and begin the 
process of coding with an informed mindset. As such, familiarizing myself 
with the data activated my interpretative outlook towards it. I started with 
open coding, where I coded as I went along. Coding is not just reducing the 
data into codes, but also a conceptual reading of data (Braun and Clarke, 
2006). As this thesis adopts a grounded theory approach, it sometimes 
meant that the interviewees were contacted again asking for elaboration 
on some things that needed more focus. This often means that the codes 
actually come from the participants; however, they are organized, linked, 
and developed by the researcher through the process of axial coding (Mann, 
2016, p.213) until saturation is achieved.

I grouped the codes into code groups, and ultimately into overarching 
themes that were geared towards answering the research question. This is 
to say that the research question guided the way themes manifested from 
the data. This process was made possible by the use of Atlas.ti, a computer-
generated data-analysis software that makes the process of data analysis 
efficient, systematic, and most importantly, transparent (Rambaree, 2013). 
That said, in the beginning phase of my research, I also worked with printed 
transcripts that helped me feel aligned to the material and manually code the 
data, both having their own sets of pros and cons. Overall, this combination 
was adopted to perform the data analysis for the interview data adopted in 
chapters 4, 5, and 6.

The data from the participant and non-participant observation, as 
discussed above, was utilized to enrich the interpretative capacities of the 
researcher and aided the analysis process by adding layers of meaning. 
Additionally, such concrete field notes provided more denotative context 
to the reading of people and spaces that ensured a well-informed interview.

For chapter 3, a narrative analysis of the three films was adopted. The 
appropriateness of the analysis method is argued more in detail in chapter 3. 
A narrative analysis considers analyzing a set of narratives or stories from 
individuals that informs the researcher about the underlying set of values 
that are held by the respondents (Butina, 2015, p.190). For this, I watched 
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the three films, Zindagi Na Milegi Dobara (2013), Dil Dhadakne Do (2015), 
and Yeh Jawaani Hai Deewani (2013), and manually took notes of the various 
narratives of travels and the central characters of the film. An analysis of these 
three films brought to the fore some recurring themes that can be discerned 
from these contemporary Bollywood productions. A close reading of the 
films examined based on the storylines, representation of travels, character 
sketches, metaphorical references, and transformative experiences of those 
characters yielded similarities and differences because of such an analysis.

ETHICAL CONSIDERATIONS AND REFLECTIONS  
ON THE POSITION OF THE RESEARCHER

When executing a qualitative study with human participants, a discussion of 
ethical issues is imperative. In general, ample care was taken to honour the 
respondent’s participation by firstly giving them a choice to participate or not. 
During the first message sent to the potential respondents, I included the 
link to our official ‘worlds of imagination’ project website4 to inform them 
of the wider context of this project. The website provided all the details of 
the researcher including photographs, and this usually added to their trust 
and piqued their interest in participating. Secondly, they were given the 
freedom to select the time and place or mode that was convenient to them. 
These were some steps taken towards ethical research preceding the interview.

During the interview, the participants were first given the project 
brochure, which included all the relevant details of the project. The brochure 
included detailed information about how their input would be utilized in 
scientific publications, yet some parts of the brochure were reiterated during 
the face-to-face meeting for emphasis. I also gave them my official visiting 
card, which established credibility. The participants were given a choice to 
stop answering at any point they felt uncomfortable, and permissions were 
sought on the consent form through their signatures and/or verbally on 
record before starting the interview. The participants were not given any 
monetary compensation of any kind. Overall, as a researcher, I ensured 
that I made the participants comfortable and emphasized how valuable 
their contribution is to this research. I made sure they felt heard and did 
not interrupt their thought process, while maintaining a neutral stance on 
the topic. All interviewees recruited in my study were above 18 and were 

4 https://www.worldsofimagination.eu/
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provided with an option to choose for anonymity. The transcripts and raw 
data are available on the Erasmus University Rotterdam’s safe vault repository.

There are other latent issues here that also are worthy of attention. 
For example, in the case of Dutch-Hindustani’s especially, where I was 
interviewing people from the Indian diaspora, I was especially careful about 
the dynamics of power between me and the interviewees. Care was taken 
to avoid any kind of imbalance. This is because, the discussion sometimes 
could steer towards notions of stigma, or the challenging history associated 
with the formation of the diasporic group under trying circumstances 
(explained in chapter 4). It was highly possible that I being a knowledge 
migrant, from India, could impact the dynamics in different ways. One, in 
a way that I lacked the lived experiences of the community, and two, them 
not conversing freely due to the associated stigma to how the community 
came into being. However, since ample care was taken, these disruptions 
were not encountered during the interviews. On a personal note, being 
highly interested and invested in popular Hindi cinema, in terms of films 
and filmi music, helped me have interesting and meaningful conversations 
with my participants and overall added to my credibility and their interest 
in participation. Since I positioned myself as a fan of Hindi cinema, very 
eager to hear their thoughts, it became a bonding factor between my 
participants and me. Linguistically speaking, my ability to speak multiple 
Indian languages enabled me to speak to and understand the interviewee's 
input without losing the essence or nuance of what was being said, despite 
the switch in language.

Conversely, the power dynamics were also in question when I was 
interviewing policymakers, but the other way round. Sometimes I experienced 
difficulty in getting responses or appointments considering my position as an 
early career female researcher. Particularly once, I did not receive any response 
to multiple email requests for an interview until I copied my supervisor — a 
more senior male authority — in the communication. In those moments, 
the cons of my gender and age positionality became evident. Despite such 
instances, my position as a young, Indian, female researcher affiliated 
with a European university, gave me a combination of approachability and 
credibility that overall proved to be favourable factors to gain participants’ 
trust and gather responses. I also consider myself a very sociable person, 
and that quality surely helped me in approaching and recruiting potential 
respondents with confidence without the fear of disappointment/rejection.
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In the case of Bollywood Parks Dubai, I took necessary permissions from 
the park management to freely access the park with the help of a special 
visitor badge that was given to me for the days of my visit. This did make 
me stand out in the crowd a bit, but also allowed me to have full access to 
the park for the days of the fieldwork. There too, with the badge, I found 
myself to be aware of the possible lopsided power dynamic. However, with 
my friendly approach to interviewing, I was able to recruit and identify the 
required number of respondents for the case study. In the end, I did not 
encounter any problems in terms of the quality and quantity of the data 
gathered on-site.

This chapter provided a framework surrounding the methodological 
choices, the research approach, and the process. This section concluded with 
the finer details on interview techniques, sampling strategies, and finally my 
positionality as a researcher. Having described the set-up of this research 
project, it is now time to shift towards the actual results.
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DOING AS DIRECTED: 

ANALYSING THE REPRESENTATIONS  
OF TRAVEL IN CONTEMPORARY  

BOLLYWOOD CINEMA
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This introductory chapter focusses on understanding the popular 
narratives of travel prevalent in contemporary travel-centric Bollywood 
productions. Particularly, this chapter analyzes a purposively drawn sample 
of three popular productions namely: Zindagi Na Milegi Dobara (2011); 
Yeh Jawaani Hai Deewani (2013) and Dil Dhadakne Do (2015) in trying to 
understand how the idea of travels gets popularized within contemporary 
Indian societies. Particularly, I look at the role of central characters within 
these films, in how their journeys and experiences become examples for real-
life tourists to follow. I look at how these characters experience locations 
when they travel, and in the process, what kind of narrative transformations 
do they go through. Furthermore, by highlighting these travel narratives, 
I show how the background processes of class and experience economy 
become prominent against which these travel narratives are foregrounded. 
In this chapter, I have argued that these media representations of travels 
and the tourists’ behavior in the media, tend to feed into how travel in 
real life plays out on-site. This chapter provides a basis for the following 
interview-based chapters.

This chapter is a revised version of the chapter that has been originally published in the Routledge
Companion to Media and Tourism (Chapter 15, (eds.) Månsson et. al, 2020)

****
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INTRODUCTION

As Croy and Heitmann (2011, p.190) argue, film “creates, modifies and 
challenges the norms of the society”. Similarly, Bollywood cinema has 
also regularly inspired various trends in the Indian society, including also 
the way in which Indians travel, due to its many representations on-screen 
(Biswas & Croy, 2018; Mittal & Anjaneyaswamy, 2013; Josiam et. al, 2014). 
Especially in contemporary Bollywood cinema, the representation of travels 
is increasingly evolving. This has also impacted footfall to places cinema 
popularizes. As Dudrah’s seminal work indicates, the representations 
of border crossing and travels have indeed undergone a paradigm shift 
ranging from the Indo-Pak border crossing, representations of diaspora 
and the depiction of foreign landscapes (2012). Dudrah further elucidates 
the fact that cinema, and in particular Bollywood, is consumed by millions 
of people of the diaspora that makes it a “globalized media phenomenon 
that traverses multiple locations and possibilities” (Dudrah, 2012, p.2). His 
sociological reading of border crossing in Bollywood cinema (2012) is an 
important contribution and to some extent provides this chapter with a 
perspective to further study this trend.

In the current representation of place in Bollywood, a kind of formulaic 
portrayal of resident Indians traveling abroad for leisure is very evident. 
Previously, many films provided this escape through plots, stories and 
narratives alone. However, it is observed that the escape is becoming more 
literal with elaborate vacationing narratives rising (for example, The film 
Zindagi Na Milegi Dobara, 2011). This has impacted the way Indians perceive 
tourism, and to some extent — I argue in this chapter — the way Indians 
perform travel. For example, films such as Queen (2013) or Zindagi Na Milegi 
Dobara (2011) brand young middle to upper-middle class Indian travellers as 
an urban, mobile and globalized generation, traveling abroad, trying new 
cuisines, speaking foreign languages, etc. and undergoing transformation 
in the process. This chapter reflects on the narratives of a selection of three 
films that popularized and motivated certain travel behaviours such as road 
tripping, backpacking and cruising. The chapter also examines the ideas 
that these films represent and that may percolate into the manner in which 
film-tourists perform travel onsite.

Apart from a select few studies (see Angmo & Dolma, 2015; Bandyopadhyay, 
2008; Biswas & Croy, 2018; Gyimóthy, 2018; Mittal & Anjaneyaswamy, 2013; 
Nanjangud, 2019), Bollywood tourism research is rather rare. Additionally, 
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while studies analysing the narratives of travel on screen are minimal, fewer 
studies evaluate the socio-cultural complexities of class, Indianness and 
rituals within these representations. However, more recently, Laing and 
Frost (2018) made an important contribution by analysing narratives of 
three predominantly Western films set in India to understand the depiction 
of Western tourist experience. However, yet this kind of an analysis with 
respect to indigenous Bollywood narratives is still lacking.

Aitken and Zonn (1994, p.5) note that “the way spaces are used and 
places portrayed in film reflects prevailing cultural norms, ethical mores, 
societal structures and ideologies” and vice versa. Here, such ideas will be 
analysed in the narratives of these films. Particularly, I ask the question, 

“What narratives of travel are represented in contemporary Bollywood productions, 
and to what extent it may impact tourists’ on-site behaviour in real life?”  
In doing so, this chapter intends to address the current ways in which 
travel narratives are foregrounding other complex issues of socio-cultural 
importance. Therefore, the central aim of this chapter is to understand the 
narratives of travel represented in contemporary Bollywood productions, 
and in the process understand what socio-cultural values that they endorse 
from a critical cultural studies perspective. This chapter also contributes to 
the overarching concept of mediatized spaces and places by shedding light 
on the manner in which mediatization of places, translates into, and may 
have bearing on the behaviour of tourists on-location.

FILM AND TOURISM: THE JOURNEY FROM ART  
TO A DESTINATION PROMOTION TOOL

Cinema facilitates transcultural exchanges, globalization and exposure to 
different cultures and vice versa. Bollywood, also regarded as India’s soft 
power (Thussu, 2016), has been effectively employed to boost India’s cultural 
economy on a global scale, creating a large corpus of young upwardly mobile 
Indians with global attitudes. The narratives of films discussed herein, 
for example, catered towards the upwardly mobile Indian audiences are 
commonly visible in contemporary Bollywood films. As previously discussed, 
in a cinephilic country like India, cinema has a great degree of influence 
on people’s cultural consumption practices, including tourism. Because of 
which, Indian tourists are increasingly drawing inspiration from locations 
popularized by cinema and conduct their tourist visitations to relive their 
onscreen experiences (Harjani, 2011; Khanna, 2017).
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It is known that both the industries — cinema and tourism — are inherently 
intertwined to a great extent due to locations gaining prominence in 
filmmaking. This along with the fact that cinema is nothing but moving 
images means the two industries often feed back into each other (Beeton, 
2015). Riley and Van Doren further argue that, “there’s no finer publicity than 
that generated by a major motion picture” (1992, p.267). Acknowledging that 
the touristification of cinema and filmification of tourism is inevitable, the 
collaboration of the two is increasingly becoming more pronounced (Croy & 
Heitmann, 2011). While this is prominent in the context of the West, there 
are also remarkable examples within Bollywood film-tourism that indicates 
its influence in implicit place promotion. For example, Turkey received 
increased footfall for being extensively featured in the film Dil Dhadakne 
Do (2015). As this study finds, the film uses from dialogues to backdrops to 
highlight important cultural specificities almost providing a visual catalogue 
for Turkish destinations. In fact, Turkey’s changing cultural policy invites 
film crews including Bollywood filmmakers to shoot in Turkey by providing 
them with various concessions in exchange for place promotion (Ray, 2017).

Another film, Zindagi Na Milegi Dobara (2011), which was produced 
in co-operation with the Spanish tourism board, is worth discussing. 
Highlighting Spanish cultural elements via a mass medium like cinema 
made foreign culture accessible and led to a 32% increase in Indian tourists 
traveling to Spain, especially to the on-screen filming locations (Harjani, 
2011). The solid association drawn by the audiences between Spain and the 
film is visible all over social media, for example, on platforms like Quora 
(2016, 2018) where people are seeking advise on how to build their travels 
on the line of the film, and how much would it cost them. Developments 
such as popular tour companies providing packages to Spain, that highlight 
all the activities shown in the film including the La Tomatina festival, are 
indicative of this association (Mittal & Anjaneyaswamy, 2013). This shows 
that film indeed is used as an ideal carrier of destination images and aid in 
destination promotion, thereby boosting tourism to those film locations.

The role of film as art that organically motivated tourism to destinations 
is now not as simplistic. Cinema's role in destination promotion is to 
reiterate the role of film in tourists’ experience, both pre and onsite, create 
awareness, form an image, delve into the information about the location, 
develop expectations and influence decisions (Croy & Heitmann, 2011, p.194). 
Bollywood cinema, with its fascination for showcasing foreign locales, has 
introduced Indian mass audiences to places such as New York, London, Paris, 
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Iceland, Switzerland, to name a few from popular Bollywood productions 
in the past. While not all films were an effort in destination promotion, it 
still led to an implicit awareness of the locations and a resultant association 
(Bandyopadhyay, 2008; Gyimóthy, 2018; Mittal & Anjaneyaswamy, 2013).

As both the film and tourism industries are becoming more sophisticated, 
the effects of such mediatization of places are seen in active collaborations 
and bilateral relations between the filmmakers and the locations; three 
examples are discussed in this chapter.

BOLLYWOOD TOURISM:  
WHOSE TRAVEL IS IT ANYWAY?

Bollywood tourism is defined as “the act of conducting a touristic visitation 
under the influence of Bollywood cinema and/or its by-products” (Nanjangud, 
2019). This has its basis in various conceptualizations of film-induced tourism 
(Beeton, 2005), media tourism (Reijnders, 2011) or contents tourism (Seaton, 
Yamamura, Sugawa-Shimada, & Jang, 2017). As established in the previous 
section, film acts as an ideal vehicle to disseminate images and sounds of a 
destination. We also know that “Bollywood, the world’s largest film industry, 
produces approximately 1,000 films a year and exports to 70 countries, forms 
the primary cultural factor, attracting consumers and audiences beyond their 
traditional constituency” (Dhanapalan, 2014, p.617). However, it is worth 
questioning why although Bollywood cinema has a mix of profound and 
light-hearted storylines, it is often the cinema with pompous song and dance, 
and extravagant production values, that are retained around the image of 
Bollywood amongst the mass audiences, especially that of the diaspora. In 
addition, as this exploratory chapter further indicates, this Bollywood lens 
is also often coloured with the notions of class, is celebratory in nature and 
is often increasingly set in elite or foreign locations. This persuasive rhetoric 
of the Bollywood lens provides people with the impetus to explore these 
locations as shown in film and conduct tourism to those locations.

Leisure is one of the most lucrative industries in India, given the increasing 
purchasing power of the emerging middle class (Kerschner & Huq, 2011). 
However, who exactly are these people conducting Bollywood tourism? 
As Clifford (1989, p.35) raises a pertinent question of “How do different 
populations, classes and genders travel?” Who dominates the travel narratives 
and can the intended audience afford reliving those on-screen experiences? 
While there are several films made in Bollywood that talk about travel and 
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journeys, this chapter looks at the recent films which have had considerable 
impact on the real time travel trends in contemporary India as understood by 
the tourism figures, news and social media. This study, therefore, attempts 
to go beyond mere analysis of travel representations and understand how its 
effect can be seen in the way film-tourists may perceive and perform travel.

METHODS AND CASES

This section includes a brief reading of the films examined based on the 
storylines, representation of travels, character sketches, metaphorical 
references and transformative experiences of those characters. Essentially, 
it also tries to examine what ideas do these films promote and relate those 
to how Indian tourists perform travel. I assess these representations by 
conducting narrative analysis of three blockbuster Bollywood movies 
sampled purposively between 2010 and 2015. A critical cultural perspective 
is adopted (Andsager & Drzewiecka, 2002) focusing on how ‘meaning is 
constructed through pictures, narratives and other objects and language’ 
(p.404). Firstly, I will provide short descriptions of the three cases discussed 
in this chapter: Zindagi Na Milegi Dobara, znmd, from 2011; Yeh Jawaani 
Hai Deewani, yjhd, from 2013 and Dil Dhadakne Do, ddd, from 2015. After 
this, a thematic discussion is conducted based on the analysis.

CASE 1: ZINDAGI NA MILEGI DOBARA (ZNMD)

The film Zindagi Na Milegi Dobara from 2011 (English: You only live once), 
directed by Zoya Akhtar and produced in collaboration with the Spanish 
tourism promotion agency (The Local, 2016) is a story of three friends 
taking a bachelor trip across Spain to live the final days of Bachelorhood 
of Kabir (Abhay Deol), who is about to get married. With this background 
of the roadtrip, various nuances of relationships and the course of life are 
explored. One of the reasons Zindagi Na Milegi Dobara has been so widely 
celebrated is for placing Spain as an attractive tourist destination in the 
imagination of India’s emerging middle class and successfully boosting 
number of Indian tourists in the Iberian Peninsula (Tobias, n.d., p.271).
Many central characters speak Spanish, with Arjun’s character (Hrithik 
Roshan) also being fluent in Japanese depicting them as highly globalized 
Indians with high exposure and mobility. For example, the character of 
Laila (Katrina Kaif) is half-Indian, half-American living in London, which 
again indicates the globalized Indian diaspora. As such, roadtrips gained 
prominence through this film.
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CASE 2: YEH JAWAANI HAI DEEWANI (YJHD)

A film by Dharma productions, Yeh Jawaani Hai Deewani from 2013 (English: 
This youth is crazy), was shot across Manali, Kashmir, Udaipur, and Paris. 
The story is about a group of youngsters exploring life issues, through being 
and travelling together. The major part of the film takes place as a flashback 
to Naina (Deepika Padukone), one of the central characters of the film who 
reminisces moments of friendship in the context of the travel experiences 
with her friends. A big part of this story is also the context of the destination 
weddings. This is further discussed in the analysis. Backpacking as a mode 
of travel gained prominence in this film.

CASE 3: DIL DHADAKNE DO (DDD)

Dil Dhadakne Do from 2015 (English: Let the heart beat), by filmmaker Zoya 
Akhtar, is a story of modern-day dysfunctional Indian family that takes place 
primarily on a cruise ship. A central couple takes a bunch of their friends on 
a cruise trip to celebrate their landmark wedding anniversary. A metaphor 
that can be understood is that the cruise is used as sort of a mobile island 
to lock all these dysfunctional characters and cause an interesting bunch of 
experiences. The cast is an ensemble with multiple actors. The film opened up 
gates for filmmakers to shoot actively in Turkey (Ray, 2017). In the context 
of the family story, there are many shots depicting the sailing of the cruise, 
thereby reintroducing the idea of cruising in contemporary popular Hindi 
cinema. Issues of class, Indianness and place promotion among others will 
be elaborated in the analysis.

ANALYSING THE DISCOURSE OF  
TRAVEL AND NARRATIVES OF TRAVELERS IN 

CONTEMPORARY BOLLYWOOD CINEMA

During the analysis, five key themes were identified, that together indicate 
how cinema has been instrumental in inspiring, instructing and moulding 
the Indian tourist’s behaviour. These themes together address the following 
questions: What context to travel? Where to go? What to do? How to behave? 
Moreover, what are the underlying ideologies communicated in the process? 
These themes are discussed in detail below. 
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FILM AS CINEMATIC DESTINATION CATALOGUES

Firstly, I focus on the function of contemporary Bollywood cinema of 
providing a catalogue of destinations through cinematic narratives. It is 
understood that these films play an active role in destination promotion. For 
example, in the film znmd, various Spanish elements such as fc Barcelona 
t-shirts, the iconic La Sagrada familia, pristine beaches, the Flamenco dance 
with a Bollywood twist, the dish Paella are depicted. The La Tomatina 
festival is shown in an interesting light, introducing foreign rituals to 
Indian masses. Barcelona, Costa Brava, Bunol, Valencia and Seville are 
discussed at various points almost providing a brochure like description of 
Spain while mentioning the local specialities. This road trip is done in a 
vintage car further intensifying the European imagery. This, as (Tobias, n.d.) 
puts, is an attempt to appease Indian middle-class’ longing for ‘sanitized 
paradises’ to escape the chaos of Indian cities. This film shot in association 
with the Ministry of Tourism, Spain, introduces the Indian audiences to 
various locations and various cultural elements, along with the possibility 
of adventure tourism in Spain.

Similarly, in ddd, the film depicts a detailed account of the major 
Turkish places of interest. From Izmir, where Turkish elements such as 
the hammam bath, the evil eye, Turkish tea, etc. are seen, to the skyline 
of Istanbul from the deck of the cruise, makes for a compelling cinematic 
catalogue of Turkey. Through the film, the cruisers travel to various parts 
of Istanbul when the cruise ports. Places such as Taksim Square, symbols 
such as the flag of Turkey, the public transport of Istanbul such as the 
Istanbul Electric tramway are clearly depicted with their iconography. Along 
with Izmir and Istanbul, the beach town of Kusadasi, hot air balloons of 
Cappadocia are utilized to convey the diversity of landscapes Turkey offers. 
Other cultural elements include the Sufi Dervish, a traditional dance. The 
standee in one of the frames reads ‘explore Turkey like never before’, which 
indicates a possible collaboration with the ministry of culture and tourism, 
Republic of Turkey, as was the case. These films also act as feature-film 
length advertising for these destinations

TRAVEL AS CELEBRATION

Another interesting finding is that these films portray resident Indians 
traveling in search of experiences to mark a new phase in life or a celebration. 
In all three films discussed above, travel has been seen as a way of marking a 
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new beginning. More importantly and interestingly, weddings attain a prime 
focus in all the films. Whether it was a road trip across Spain to celebrate 
final days of Bachelorhood as seen in znmd, or a trip to Udaipur, Rajasthan 
for a destination wedding as seen in yjhd, or a luxury cruise trip taken to 
mark a 30th wedding anniversary in ddd, each of these films intertwined 
the ideas of travel with that of a celebration, and of ritual with location.

The way travel has unified with the wedding discourse in Bollywood 
cinema has also reshaped the Indian wedding market, where destination 
weddings have become commonplace (Economic Times, 2014; Wedmegood, 
2016). A destination wedding is the idea of traveling to a particular, often 
scenic location to conduct the wedding rituals. This is also a huge impetus to 
the tourism industry; Multiple stakeholders such as the destinations, hotels, 
local workforce and tour operators facilitating such large-scale weddings, 
also benefit from the large influx of tourists who organize and attend such — 
often upscale — weddings. Bollywoodized wedding discourses have entered 
the tourism industry and entertainment industry alike. This also explains 
that since the trend of Bollywood weddings is catching up, the wedding 
industry has expanded and is growing rapidly (Maran, 2016).

For example, in Udaipur, many local palaces have been converted 
into wedding venues due to a high demand for being showcased in yjhd 
(Economic Times, 2014). In the film, Udaipur’s imagery is shown to be 
royal and exquisite, with rustic structures and sunsets. The wedding is 
an extravagant event organized in a palace, replete with dance and music, 
grand rituals, finery and champagne. These kinds of weddings idealized 
by Bollywood are highly present in the emerging wedding market in India, 
where people travel to specific places to get married there (Maran, 2016). 
This finding is interesting to understand how Bollywood’s idealized wedding 
discourses inspire tourism flows and is worth exploring and researching 
further.

DISRUPTIVE PRACTICES OF THE ONSCREEN INDIAN TOURISTS

The third theme concerns the preservation and display of Indianness in these 
films. In films such as znmd, or ddd, this is clearly observable. In places 
abroad, the depiction of the behaviour of Indian tourists did not change 
much in accordance to the country they were travelling to indicating less 
cultural sensitization or travel etiquette. While occasionally it is shown 
that the characters are experiencing and exploring authentic local cultures, 
they were superficial and limited to its use for destination promotion, for 
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example, the Turkish hammam or even the La Tomatina festival. In znmd, 
a case of cultural appropriation is also seen in the attempt at Indianizing 
the Flamenco dance to make the culture more translatable to the Indian 
audiences, or even when the La Tomatina festival is compared to the Indian 
Holi festival but with tomatoes. 

In ddd, on a cruise ship sailing in Turkey, the banter and robust dance 
sequence is in Hindi language, with foreigners merely assuming positions 
as background dancers. In znmd, the camaraderie between ‘The three 
Musketeers’ as they are called keeps the narrative young, relatable and 
humorous. However, it is noted that at many times, the three friends 
behave in the same way as they did in school back in India, by tricking 
some local Spanish travellers for fun or by cracking inside jokes, or flirting 
with women. It also gets them jailed and puts them in an embarrassing 
situation, indicating that their behaviour does not change according to the 
rules and mannerisms of different countries. A point of critique here by 
(Tobias, n.d.) is also the lack of Spanish characters in the film. The very few 
Spanish characters that the protagonists encounter are just the “victims of 
their constant pranks or backdrop characters of big events they take part in” 
(p.282). This depiction of disruptive practices of these tourists on-screen — I 
argue — may reinforce poor codes of conduct.

Similarly, in ddd, when Kabir misbehaves with the cruise crew demanding 
them to stop the sailing cruise because he wishes to chase his love interest. 
As the crew disagrees because of their policy, he takes severe steps to get his 
way out, leading to an embarrassing situation and causing inconvenience 
to the entire ship. I argue, this portrayal of actions of Indians abroad 
seemingly may have an impact on the way the film-tourists perform travel. 
This finding is in line with the work of Frank (2016) and Gyimóthy (2018) 
who write about the disruptive and disorderly behavioural tendencies of 
Indian tourists when visiting abroad. Additionally, Frank (2016) pointed out 
that placeimages disseminated through cinema, structure the performances 
of the Indian tourist within a local space. According to Gyimóthy (2018), 

“Local operators are concerned about the disruptive performances of new 
travelers” (p. 385) especially Indians, and this indicates how certain characters 
depicted on screen may translate into how Indians perform travel globally.
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THE CLASS FACTOR

Across all three films, various narratives of class were found underpinning 
the travel narratives. It was found that most characters carried surnames 
like Talwar, Thapar, Mehra, Dewan, Saluja, etc. all interestingly upper-class 
(North-Indian) surnames. At various moments in the films, the affluence 
is depicted by the immediate decision-making power regarding travel. 
This makes it important to understand who really dictates, designs and 
disseminates the travel discourse via contemporary Bollywood cinema and 
to what extent is this transferable to the Indian middle-class film-tourists.

These travel narratives are all set in primarily upper-class contexts. For 
example, in znmd, the opening shot establishes a mansion with Kabir down 
on his knees asking his girlfriend to marry him. The diamond ring, the 
ambience, flutes of champagne, all symbolize an upper-class affair. Similarly, 
with the friends renting vintage cars, independent villas and personal diving 
lessons, a reflection of privilege is visible. There is a literal class distinction 
drawn between Kabir and Arjun who travel Business class, and Imran who 
travels in the middle-seat of an economy class to their common destination, 
Barcelona. Interestingly, an expensive Hermès bag gains character of its 
own, becoming a constant source of humour. The bag becomes symbolic 
of upper class, and Imran constructs a satirical character out of the bag by 
calling it ‘Bagwati’ (madame bag).

Similarly, in ddd, among many elements that contextualizes the story 
in modern, affluent India, the most striking one is the very idea of taking 
a bunch of people on an all-expense paid cruise trip to Europe. While it 
is seen that cinema inspires tourism, one must question to what extent is 
it plausible to do so.

However, it is interestingly noted that there is at least one character 
that is from a relatively lower class, and travel becomes a unifying factor 
amongst all the characters. This social cohesion is seen, for example, in 
Imran’s character in both znmd and ddd who is shown explicitly from a 
relatively lower class. Another example is that of Kabir from ddd, a rich 
businessperson’s son who is hosting the cruise party who falls in love with 
Farah who is a dancer on the cruise ship, who is not only from a working 
class but also from a different religion. This depiction of social-cohesion 
is not just rich-poor but is also religious and structural and is seen that as 
the journey continues, travel gradually equalizes these differences. This is 
interesting to identify, as it can have positive implications on a super-diverse 
country like India.
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TRANSFORMATIVE JOURNEYS

The final theme delves into the transformative nature of travelling and the 
transformative effects it has on Indian middle-class aspirations. In all the 
films discussed here, all central characters undergo transformations due 
to both the physical and emotional journeys they undertake during the 
course of the film. For example, in the film znmd — Arjun, from yjhd 

— Naina and Bunny, and from ddd — Kamal and Ayesha show stark 
transformations in their characters in terms of their ideologies, outlook 
and also their relationships.

In due course of these adventure trips in znmd, each of their vulnerabilities 
is explored; fear of heights, fear of water and fear of death and so on. These 
adventure sports resonate with the audiences (Harjani, 2011) and creates a 
new idea of travel. This is in line with the work of Laing and Frost (2018), 
where the central characters go through transformation in the process. 
This is an important finding and must be explored further to understand 
how these emerging travel narratives transform travel behaviours of the 
Indian-middle class.

CONCLUSIONS

Through this chapter, an attempt was made to analyse various ideas represented 
under the backdrop of emerging travel narratives in Bollywood cinema. All 
the three films analysed, provide insight into how these contemporary 
Bollywood productions lead to the creation of mediatized narratives of places 
by providing a brochure-like view of the countries it represented and in turn 
inspire tourism, indicating a shift of Bollywood cinema from an art form to 
a legitimate destination marketing tool. As discussed previously along the 
enumerated themes, travel narratives have provided a potential backdrop 
for placing various values within these narratives that percolate into the 
socio-cultural fabric of contemporary India. A general inclination towards 
European destinations is identified across all movies, which corroborates 
the findings of Josiam et al. (2015) suggesting that the perceived image of 
European destinations among a large section of the Indian population is 
strongly impacted by Bollywood films. It indicates that the desire for idyllic 
European landscapes is still what is fed to the audiences.

We know that tourism as an embodied performance is largely shaped 
by its mediatized narratives (Frost, 2009). This chapter suggests that the 
preservation of Indianness in the depiction of tourist behaviour globally, 
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which — this chapter argued — may have an impact on the way Indians 
perform travel onsite. I argue that films not only inspire potential tourism 
destinations but also promote certain tourism behaviour. For example, the 
trekking scene in yjhd received critique from (Arora, 2013) on the way 
Himalayan trekking was depicted in the film. While the hiking equipment 
and clothing was deemed inappropriate for the altitudes, it was also critiqued 
that self-decided missions or consuming alcohol on higher altitudes can 
lead to mis-adventures, which also raises questions about the responsibility 
of cinema. Cinema and society tend to feed back into each other, and that 
is clearly made visible through the proliferation of the wedding market as 
idealized by Bollywood. Through these films, it is noted that by reiterating 
popular global destinations, an attempt is made to both tease and appease 
the aspirations of upwardly mobile urban Indians. It will be fruitful to 
individually explore these themes further in order to fully grasp the manner 
in which contemporary Bollywood cinema inspires, instructs and moulds 
tourism behaviour of the middle-class Indian society.

In this chapter, we understood the various patterns, narratives and 
settings of travel prevailing in contemporary Bollywood cinema. More 
importantly, this chapter has shown that travel oriented Bollywood films 
may tend to promote tourism behaviour on-site, and how this might be 
the way in which the media tourists seek to live an authentic experience 
on-site without much thought given to its repercussions. This also indicates 
a level of fan-behaviour of Bollywood tourists that leads to the suspension 
of realities when they enter a fantastic realm where they connect with their 
fandom onsite (Reijnders, 2016). Now that a glimpse of the current cinematic 
landscape is understood, it is time to turn to more nuanced approaches 
within Bollywood tourism. In the following chapter, I draw attention to 
how in fact, these various Bollywood productions enable potential diasporic 
tourists to design their cinematic itineraries.
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This chapter focuses on the diasporic group of the Dutch Hindustani’s. 
For decades, the ‘make-believe’ world of Bollywood has created elaborate 
imaginaries of India. A sizable part of its audience consists of diasporic 
communities, who not only consume Bollywood movies for entertainment but 
also as a way to stay connected with their Indian heritage. This study closely 
looks at one such diasporic community, namely the Dutch Hindustanis, 
investigating how Bollywood cinema affects their image of India, and how 
influential Bollywood cinema is in influencing their travel decisions to 
India. In-depth interviews indicate that Bollywood is a dominant cultural 
source for defining the participants’ relationship with India. Moreover, 
the repeated consumption of Bollywood cinema stirs the desire to actually 
travel to India, seldom in search of ‘home’, but to visit sites associated 
with multiple Bollywood movies. Bollywood cinema being from their 
‘distant homeland’ also incentivizes their travels to India thereby making 
it a meaningful experience. This study contributes to film (and) tourism 
research by introducing the concept of ‘cinematic itinerary’ to refer to these 
comprehensive media tourism practices.

A version of this chapter has been published in European Journal of Cultural Studies:
https://doi.org/10.1177/1367549420951577

****
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INTRODUCTION

The Dutch Hindustani community is a prominent group in the Netherlands 
that has its roots in various parts of North India. It is a community 
belonging to the Indian diaspora which is generationally away from India 
given its colonial history of indentured-labour migration from British 
India to the Dutch colony of Suriname in the late 18th and early 19th 
century. Consequently, after Suriname gained independence in 1975, there 
was a wave of migration of this community to Holland (Hira, 2008). This 
pattern of double migration led them to be connoted as the ‘Twice-migrants’ 
(Verstappen and Rutten, 2007) Decades of spatial detachment later, they 
still actively maintain a keen interest in their distant homeland-India. This 
connection is reflected in, for example, their voracious consumption of 
Indian popular culture, practicing Indian performing arts or the manner 
in which they celebrate Indian religious festivals at home. Today, the 
Netherlands has the second largest Indian diasporic community in Europe 
— including Persons of Indian Origin (pio) and Non-Resident Indians (nri) 
(Longkumer, 2013).

According to Basu (2004), in this global world of movement, the notion 
of ‘home’ has become a powerful part of the contemporary debate to 
relocate identity. Many members of the diasporic communities therefore 
visit their ‘homelands’ to re-root their identities, soothe their nostalgia 
and find nourishment. This temporary diasporic visitation to homeland is 
acknowledged in the academic circles as ‘diaspora tourism’ or ‘roots tourism’ 
(Timothy, 1997; Timothy and Teye, 2004). Sara Ahmed’s seminal work 
discusses the situational feeling of ‘Home’ that comes with these transnational 
journeys. Her work dwells on the possibility of having two homes, and an 
individual’s movement between them, drawing a distinction between a 
space which almost feels like home but isn’t (Ahmed, 1999: 331). This adds 
valuable insights to how the Dutch Hindustanis may situationally feel at 
home in the Netherlands, India, and possibly Suriname at the same time.

This chapter investigates the role and significance of Bollywood cinema 
for developing the connection of the Hindustanis toward the materiality of 
the homeland. It also seeks to look at the extent to which Bollywood cinema 
could possibly inspire the diaspora to physically conduct a touristic visitation 
to places inspired by them (Bhattacharya, 2018). Diasporic film tourism can 
be seen as the offshoot of Film Tourism, which is defined as the phenomenon 
of traveling to places under the influence of cinema (Beeton, 2005). In this 
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chapter, we use the term ‘Bollywood Tourism’ (Nanjangud, 2019) which 
is defined as a temporary act of tourism to destinations popularized by 
Bollywood cinema and its by-products, for example, filmi songs. This concept 
is further explored in this chapter, by analyzing the diasporic consumption 
of popular Hindi cinema, by the Dutch Hindustanis.

The Dutch Hindustani community is an interesting point of enquiry for 
two reasons. First, the community in its present form contains generations 
of migration from India to Suriname and onwards to the Netherlands. 
It is possible in this case that their understanding of ‘Homeland’ and 
‘hostland’ might not be self-evident. Many Dutch Hindustanis identify 
themselves — to varying degrees — with these three nations and their 
cultures. Second, this group is known for their pronounced affinity with 
Bollywood cinema (Mishra, 2009; Verstappen and Rutten, 2007). According 
to Yashraj Productions — one of the top production houses in India — the 
Netherlands is the second largest national market after the United Kingdom 
for Indian films in Europe (Verstappen and Rutten, 2007). These points 
strengthen the choice of studying the Dutch Hindustanis as a starting point 
to understand the global phenomenon of diasporic media tourism to India 
both in the actual and the mental realm. The research question that guides 
this study therefore is “What are the cinematic imaginations of India developed 
by the Dutch Hindustanis under the influence of Bollywood cinema, and to what 
extent do these imaginations influence their travel decisions to India?”

With this chapter, we aim to contribute to existing debates within the 
field of media tourism studies while also diversifying it. Existing research 
on media tourism has a strong Western bias and is often based on isolated, 
high-profile examples of box-office hits resulting in tourism. Besides a few 
studies (see Bandyopadhyay, 2008; Bhattacharya, 2018; Biswas and Croy, 
2018; Laing and Frost, 2018), a non-Western film industry like Bollywood 
or a destination like India is seldom discussed in media tourism research. 
That is remarkable considering the fact that Indian film industry is one of 
the largest producers of films annually and caters to the largest diasporic 
audience globally. Thus, we aim to depart from the monolithic definition 
of ‘the’ film tourist and signal a departure from the classical 3W’s tourists 

— wealthy, white and Western — by exploring the real potential of tourism 
across various groups by reflecting on a specialized section of film-tourists, 
who are in fact diasporic film audiences.

Before we delve deeper into the chapter, it is important to briefly clarify 
our use of terminology. With the term ‘Bollywood’ we refer to the popular 
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Hindi language cinema, headquartered in Mumbai, India. The term 
‘Bollywood’ has been debated by some academics for being derivative or 
imitative (Rajadhyaksha, 2003; Prasad, 2003). However, the global appeal 
of the word ‘Bollywood’ is also the reason why the terminology sticks and is 
ubiquitously used to denote popular Hindi cinema in academic publications 
as well as the popular press to date. Moreover, the terminology is also 
inductively used by the audiences on the ground (diasporic or otherwise), 
who have identified with and referred to this particular type of cinema 
as ‘Bollywood’ for decades. Therefore, chiming with Ganti (2013, p.3), we 
chose to stick to the term ‘Bollywood’, not only as a ‘shorthand reference’ to 
this specific industry, but also due to its use in everyday lives of the global 
audiences, that this chapter focuses on.

THEORETICAL FRAMEWORK

The phenomenon of media tourism is not limited to the actual act of tourism 
alone but is deeply rooted in the prior processes of consumption of the media 
narratives, fantasizing about the locations concerned and then ending with 
a reflection of the finished journey (Larsen and Urry, 2011; Reijnders, 2016). 
This process of imagination is triggered when confronted with visual or 
auditory cues; Bollywood, being a combination of both robust visuals and 
songs, readily tends to fuel the imaginative process. Appadurai’s (1996) 
concept of Mediascapes — or ‘image-centered, narrative based accounts 
of strips of reality’ (p.35) can be understood as the many media outlets — 
in this case cinema — that shape the ‘imagined world’ we inhabit, where 
indeed, narratives and images from the media have become pivotal for 
how people form an initial image about ‘other’ places and cultures. This is 
especially true for diasporic communities, like the Dutch Hindustanis, who 
are generationally away from their homeland and therefore substantially rely 
on the imaginations of a place as propagated by cinema and other media. 
As Appadurai (1990) writes, ‘The further away these audiences are from the 
direct experiences of metropolitan life, the more likely they are to construct 

“imagined worlds”’ (p.299). For these diasporic communities, popular culture 
holds significance not only for providing a tourist gaze of foreign countries, 
but also for guiding them construct an image of their own ‘homeland’ and 
possibly to inspire future travel plans.

‘Diaspora’ refers to ethnic groups of migrant origin who reside in the 
host-country but maintain a strong sentimental and material connection 
to their country of origin or their homeland (Sheffer, 1986). The study of 
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diasporic tourism is vast and goes beyond the mere act of the diaspora 
conducting temporary touristic visitations to their ‘homeland’. Consequently, 
the motivations for diaspora to travel and the interpretations of the same 
are also very complex. Questions like ‘are diasporic travelers locals or 
foreigners?’ is also a point of constant debate. Cohen (1972) discussed the idea 
of strangerhood and the desire of people to travel to seek experiences which 
are different, which helps them to escape the mundane. When discussing 
diaspora tourism, it becomes rather tricky to indicate if the diasporic travelers 
seek different or familiar experiences. In similar light, Huang et al. (2013) 
explore the relationship between the diasporic communities’ attachment 
to their homeland and their diasporic journey back ‘Home’ (p.286). They 
say, ‘A strong emotional bond between tourists and the destination prior 
to the trip is one unique characteristic of diaspora tourism’. However, the 
question of what sustains such an affective bond remains to be completely 
understood. The modern diasporic communities are able to be in touch 
with their homeland due to the proliferation of various media that help 
exchange information and cultural codes. These in turn create sustained 
images of their home country — in this case India. However, the role of 
Cinema as a medium to sustain imaginaries of India in the heads and hearts 
of the diaspora cannot be overstated and still remains a powerful platform 
of self-identification for many. It is firmly established by previous research 
that the Dutch Hindustanis rely on Bollywood cinema among other tools 
to engage with the materiality of the homeland (Gowricharn, 2009). We 
delve deeper into this relationship between diaspora and cinema and use 
it to argue how Bollywood cinema influences the Hindustani diaspora to 
seek travel experiences in India.

The Indian diaspora is one of the biggest around the globe, and many of 
its members actively seek to maintain and condition their (multicultural) 
‘Indianness’, which has led to the formation of a global Indian diasporic 
identity. Bollywood films and songs are tremendously popular within these 
communities (Bal and Sinha-Kerkhoff, 2003). Existing research shows 
that the cultural (and religious) expressions associated with India grant 
the Dutch Hindustanis the visibility and distinctiveness among the various 
communities in the Netherlands, a very multicultural country in itself (Bal, 
2012). As Gowricharn (2009, 2016) notes, travels to India are popular among 
the Hindustani community which are often a combination of pilgrimage, 
tourism, the quest for tracking their roots and also shopping while also 
helping them retain their language, fashion, identity, gender patterns and 
social intercourse (Verstappen and Rutten, 2007).
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The present generation of Dutch Hindustanis identify themselves in 
conflicting cultural situations. While they hold Dutch passports and 
citizenship in the Netherlands, they are often looked at differently for their 
ethnic roots. At the same time, when they travel to India, they receive a 
foreign treatment. Thus, they describe themselves as ‘world citizens’ or 
‘global citizens’, with a multicultural outlook and situational identities 
(Longkumer, 2013). Within this context, it is challenging to understand 
Popular Hindi cinema’s significant role and impact on these ‘fluid’ Indian 
diasporic communities across the globe. Dudrah (2012) elucidates how 
Bollywood not only shapes the image of the homeland among the Indian 
diaspora, but also creates a dialogue between this homeland and the other 
nations that have become second ‘homes’ for them. Dudrah (2012) engages 
with the topic of Indian diaspora, culture and border-crossing, but is limited 
to the analysis of film content itself.

As indicated by a vast body of literature, the significance of studying 
Bollywood cinema in the domain of cultural studies globally cannot be 
overstated. From understanding Bollywood’s changing linguistic norms 
(Ahmad, 2018), to studying the representation of whiteness in films (Acciari, 
2017), the scope and study of Bollywood cinema from various socio-cultural 
angles has been rather robust. In addition, works by Dudrah (2002), Mishra 
(2002), Punathambekar (2005), Mohammad (2007), Bandyopadhyay (2008), 
Takhar et al. (2012), Marwah (2017), among others, also illustrate an ever-
growing presence of the diasporic viewpoints in the studying of popular 
Hindi cinema. However, what remain predominant in many of these studies 
are the perspectives of the Indian diasporic audiences from the United States 
and the United Kingdom, with even lesser emphasis on the PIO. However, 
with the Indian diaspora having more complexities and meanings beyond 
the NRIs of America and the United Kingdom, it becomes important for 
perspectives such as this to resurface every now and then, making the study 
of Indian Diaspora a well-rounded one. Apart from a few studies like Lal 
(1990) and Voigt-Graf (2004) that discusses the Indo-Fijians in Australia, 
or the work of Mattausch (2011) discussing the East-African diaspora in 
the United Kingdom, or for example, the very prominent contributions by 
Gowricharn (2009) or Gowricharn and Choenni (2006a, 2006b), twice-
migrant diasporic communities find little academic attention given to their 
process of identity construction through cinema and especially on how it 
inspires their tourism behvaiour to their ancestral land. However, the aspect 
of how these diasporic imaginaries generate film-induced tourism remains 
to be further investigated. This chapter is an attempt in that direction.
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Moreover, most of the research done on diasporic Indians and their 
consumption of Bollywood cinema pertains to the domains of representation 
and identity formation. Little is known about how these feelings of belonging 
result in (or not) the wish to actually visit the homeland. There is still a 
remarkable gap between diasporic media studies and media tourism studies. 
This chapter aims to take a first step in bridging this gap, by empirically 
exploring the connections between Bollywood consumption, image-building 
and the creation of travel itineraries among the Dutch Hindustani community. 
Moreover, barring a few key studies such as Gowricharn and Choenni 
(2006a), Verstappen and Rutten (2007) or Gowricharn (2009), very less has 
been deliberated on Bollywood’s relationship with the second- and third-
generation Hindustanis. Gowricharn (2009), for instance, discusses how 
Bollywood constitutes a powerful ‘source culture’ and enhances transnational 
ties between second-generation Hindustanis and India, supporting the idea 
that Bollywood is a powerful transnational force which influences cultural 
bonding among the Hindustani diaspora, its influence on their everyday 
lives and how they watch more Bollywood movies over Western cinema 
while living in Europe (Gowricharn, 2009). This insight also provides an 
important stepping-stone to this chapter as to how the Dutch Hindustani 
community reconnects with India through cinema, by not only providing 
entertainment, emotional and cultural anchorage, but also by being a 
medium that creates both a mental and a real travel route between India 
and the Netherlands.

METHODS

An inquiry into the relevance of Bollywood cinema for diasporic imaginations 
requires a thorough understanding of both what goes on in their minds and 
its reflections in their everyday behavior. A methodology that was deemed 
fitting for the nature of this study is the face-to-face semi-structured 
interview, which involves conversation, discussion as well as questioning 
(Newton, 2010). Between June and October 2017, 17 in-depth semi-structured 
interviews were conducted by the first author across different cities in the 
Netherlands. The participants were asked questions about their imagination 
of India, the role of Bollywood in their lives as well as its impact on their 
travel decisions to India. The interviews led to construction of knowledge 
about ideas of self-identity and related media tourism practices through the 
interaction between the interviewer and interviewee (Kvale and Brinkmann, 
2009). While the interviews were guided with a questionnaire to avoid 
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possible digressions, attention was paid to emerging themes and topics 
during the interview process.

The interviews were conducted in settings familiar to the participants, 
such as their homes, workplaces or public cafés. While this helped with 
the comfort of the participants, it also provided the interviewer with a 
sense of the participants’ cultural inclinations. Potential participants were 
identified through Hindustani cultural forums on Facebook and other socio-
cultural events. Cooperation from platforms like Sarnamihuis also helped 
reach out to a wider, dedicated group of Dutch Hindustanis. Snowballing 
to a great extent proved helpful in identifying other suitable participants 
for the study. There was a considerable age difference maintained among 
the participants to be able to understand varying degrees of associations of 
different generations of the Dutch Hindustanis with Bollywood cinema, 
and its impact on their travel behavior.

Contextualizing the film-viewing habits and practices of the interviewees 
may provide a better understanding of the analysis that follows this section. 
A large number of interviewees indicated that they have become increasingly 
selective in terms of what kind of Bollywood movies they watch due to the 
deteriorating quality of their storylines. Almost all participants said that they 
do not relate to the newer Bollywood movies. Therefore, many references 
came from Bollywood movies in the past, and there was a higher reliance 
on classic Bollywood movies. For most participants, cinema-viewing was 
done in a community set-up, in presence of their family or friends. This 
community set-up of a family gathering during movies was evident in all 
interviews. In terms of channels through which cinema was consumed, many 
participants reminisced about going to the video store to rent Bollywood 
movies as a ritual while growing up.

Adopting a Narrative enquiry (Riessman, 2008) to be able to completely 
comprehend the interview conversations with participants became imperative 
as the topics required them to mine deep into their life histories, their own 
position as well as shifting cultural contexts. Therefore, the collected data 
were transcribed verbatim and then subjected to thematic analysis that 
enabled the researchers to go from a wider to more specific codes. The 
transcripts were first read on their own, allowing for a broader understanding 
of the direction the analysis was going to take, while also allowing the 
researchers to take note of the differences. Atlas.ti was employed to subject 
the transcripts to open coding. The transcripts were then compared and the 
various topics that emerged were coded, and categorized into themes, which 
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were further nuanced upon further rounds of analysis. Thematic analysis 
provided the analysis with the required theoretical freedom and a highly 
flexible approach, and provided a rich and detailed, yet complex account of 
the collected data (Braun and Clarke, 2006) that was required from a topic 
such as this. The excerpts used to support the analysis are quoted verbatim, 
unless tweaked to improve readability and avoid repetition without hampering 
the intended meaning of the participant.

In what follows, this study provides an analysis of interview data with 
17 Dutch Hindustanis who are PIO, underscoring the role of Bollywood 
cinema in their cultural identity formation, their cinematic imagination of 
the country and its influence on their travel decisions to India.

ANALYSIS

IMAGINING INDIA THROUGH BOLLYWOOD

A large part of the immersive cinema-viewing experience is the feeling 
of being one with the narrative. In reference to various aforementioned 
literature, it is confirmed that Bollywood cinema, in the diasporic circles, 
has been a powerful source of knowledge about India and Indian cultural 
codes. Being a lucid yet entertaining medium, cinema bridges the past 
and the present and anchors the diasporic audiences to their roots. Many 
scholarly works as discussed previously indicate that the second- and third-
generation migrants relied heavily on stories and images from popular 
culture to acquaint themselves with their ‘homeland’. Therefore, it is no 
surprise that Bollywood cinema is indeed a powerful medium that fuels 
and sustains imaginations of India in the minds of the diaspora and acts as 
important references or guidebooks for India. 

Ryan (44) moved to the Netherlands at the age of 1. His grandfather was 
Indian, he and his parents were born in Suriname. At least two generations 
have spent their entire life physically detached from the Indian subcontinent. 
In such a family set-up, the stories and the cohesiveness of Bollywood 
cinema have been a big inspiration in the lives of many like Ryan to be 
mentally connected with India and its popular culture. It is this visuality 
and robustness of the medium that mirrors the Indian landscape and soothes 
their curiosity about what India must look like:

Yeah, it (life) is always inspired by the (Bollywood) movies, I think . . .  
The movies are our guide because we are living in Holland and . . . through 
the movies we see India . . . (Ryan, 44, Rotterdam)
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While there are many new mediated ways of communication that facilitate 
the ‘connection’ with India, it is the ‘infotainment’ aspect of Bollywood 
cinema that makes it a desirable medium. For most participants, like 
Ryan, Bollywood facilitates a connection with India and is likewise used 
by Hindustani parents as a tool to keep their children in touch with the 
place they themselves originally came from. Consumption of Bollywood 
movies not only aids them in learning Hindi but also helps to pick up Indian 
cultural codes and rituals far away from their current cultural context in 
the Netherlands which is largely European. For Akash (23), who was born 
and raised in Holland and has never set foot on Indian soil, Bollywoodized 
narratives of India have not only increased his knowledge of the Hindi 
language but has also shaped his general imagination of India, adding to 
it a more positive connotation:

If Bollywood wouldn’t have been there, I wouldn’t have known a lot of things 
. . . It wouldn’t seem so beautiful in my head, because in the news it doesn’t 
seem as beautiful as it seems in the movies. (Akash, 23, Rotterdam)

Akash’s quote shows an interesting dichotomy between what is shown in the 
news versus what is idealized through films. For many young Hindustanis like 
Akash, it is the movies which culturally connect them closer to their roots 
by highlighting the desirable aspects of what India looks like. He culturally 
identifies with India to the extent that he often sings Bollywood songs as 
his part-time profession with his band, and often renders his own version 
of them. This cultural connection returns among most of the participants. 

Merlin (40), for example, was born and raised in Holland and has never 
visited India. She has a strong desire to go there, but she also feels scared to 
actually travel to India due to her unfamiliarity with the country. However, 
she credits Bollywood cinema for keeping her interested and informed about 
her roots. She interprets these movies as replacements for actually traveling 
there. This supports the idea of film spectators as potential film-tourists 
(Corbin, 2014). Bollywood movies inform her about her distant homeland, 
its practices and places, and in some cases even provides her with the longing 
to be there herself:

I don’t know if I will go, because I find it a bit scary . . . But when I see it in 
movies . . . there are places I think ‘Oh, those are nice, that looks nice!’, maybe 
I can go, and see how it is for myself . . . [. . .] I have learnt about India that 
the traditions there are more sacred than they are here in the Netherlands. They 
are more meaningful over there than they are here.
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Having these cinematic imaginations of India without having been there 
reflects the extent of Bollywood’s influence in the lives of the Hindustani 
participants. When she is asked whether she often finds herself daydreaming 
about India, she says, 

“Yes, I do . . . But I also realized that a great part of the movies are not only 
done in India . . . It’s also abroad . . .” (Merlin, 40, Rotterdam). 

Many participants share the same disappointment, arguing that the act of 
shooting Bollywood movies abroad not only takes away the essence of their 
connection with Indian locations but also an important incentive to watch 
these movies in the first place, making the cinema-viewing experience 
less meaningful for them. This shows how the growing trend of shooting 
Bollywood movies outside India has a negative effect on the participants who 
wish to experience ‘Indianness’ through cinema. The Dutch Hindustanis 
depend on the imaginaries propagated by Bollywood cinema, which is an 
important reason for their affinity for Bollywood cinema. However, many 
recent movies tend to be shot abroad for the most part, and therefore risk 
hampering the process of self-identification among the diasporic audiences. 
In similar light, Jasmine (38) says,

Nowadays movies are less interesting when they are playing abroad and a lot 
of them are playing abroad in the West. You know, like, Europe or America. I 
actually want to see India . . . I think [. . .] my motivation is to see India. And 
all those movies from now . . . they’re only showing me (the West) . . . I want 
to see India. Especially after my time over there, I really feel more connected to 
India in different ways than before I went to India [. . .] A way to keep the bond 
with India or to see India is through the movies. (Jasmine, 38, The Hague)

In response to these recent production trends, many participants like 
Jasmine actually show a renewed interest in the classics from the 80s and 
90s, when popular Hindi cinema still portrayed India in relatively realistic 
conditions and was more ‘relatable’ than the current crop of contemporary 
movies. As Jasmine puts, a definite way of keeping the bond with India 
for the participants is to rely on movies and this may hold true for Indian 
diaspora in general. While the shooting of Bollywood films abroad entices 
the domestic Indian audiences to go explore places abroad, to some extent 
it also affects the connection between the diasporic audiences and India.

A particularly interesting fact is that many of the participants consider 
Bollywood cinema to be the first source for fueling their imagination, thereby 
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making cinema akin to guidebooks, educating them about various rituals and 
festivities of Indian culture. These popularized versions of ancient festivals 
make it relatable, understandable and fashionable for the diasporic Indians 
to remember and celebrate. For example, Chan (54) says,

Diaspora are congested to a small part. Like Pooja, aarti . . . they know about 
the Navraatan. But in the past they didn’t do that. Because of the movies, 
because of all the serials and having the information, a lot of people do the 
Navraatan. Even the Rakshabandhan . . . Everything is learned now [. . .] 
(through the movies). (Chan, 54, Arnhem)

For diasporic Indians like Chan, who visited India for the first time at a 
later age of 35, the first connections with India arose through cinema. This 
also imparts a strange sense of familiarity when they finally visit India, with 
expectations largely guided by the cinema: 

I have grown up with movies since I was little . . . I watched every weekend 
only Bollywood movies, I went with my dad to the video store and got all the 
movies that I wanted, 6 or 7 and watched them really the whole weekend . . . 
And it appealed to me because it had singing, dancing, laughter . . . And I could 
identify myself with those actors, in the sense of ‘Oh, I am also a part from 
India’, my great-grandparents are from India, and when I saw the movies 
I was like ‘Oh, there’s a part of me!’ and the language is also a part of me . . . 
And growing up I learnt the language also from Bollywood movies, not only 
from my parents but also from the movies . . . (Chan, 54, Arnhem)

Other participants, like Jasmine, share these feelings:

. . . when I went to Bombay . . . I did not know what to see in Mumbai. And 
then we decided, because we were just there for two days, to walk on the 
boulevard (Marine Drive) . . . And that is the place which is very recognizable 
of the movies somehow. It’s like, we were walking over there and [. . .] like we 
know the place. But that’s because Marine drive is [. . .] often shot in movies. 
(Jasmine, 38, The Hague)

This is confirmed by Huang et al. (2013), who say that an emotional bond 
between tourists and home country prior to the trip is one of the unique 
characteristics of diasporic journeys back ‘home’ and it gives a feeling of 
already being there. 

As these quotes show, Bollywood not only creates a idealized cinematic 
imaginaries of the Indian ‘homeland’ among the participants, but in some 
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cases also incite a wish to visit the ‘real’ India, in particular, those places 
in India that are recognizable from popular Bollywood movies shot there 
onlocation. Before zooming in on these diasporic media tourism activities 
in the wake of Bollywood, it is first essential to get a better idea of what 
actually constitutes ‘homeland’. Does India indeed constitute the ‘homeland’ 
for these participants or do they prefer to identify with Suriname or the 
Netherlands for that matter? And what is the role of cinema in these different 
identity processes?

CINEMATIC IDENTITIES: HOMELAND, HOSTLAND 
 AND THE LAND IN-BETWEEN

Verstappen and Rutten (2007) note that the Dutch Hindustanis identify with 
India and the Netherlands and consider both countries to be their home. 
Gowricharn (2009) also indicates the growing absence of Suriname in the 
self-perception of Hindustanis. Even after some many years and miles of 
distance from India, the Dutch Hindustanis interviewed for this study still 
relate themselves first with India and, second, with Holland. The relation 
to Suriname was rarely acknowledged during the interviews and often this 
relationship with the ‘intermediary country’ was dismissed completely. For 
example, Ryan (44) shared the following sentiments:

I was born in Suriname, but I was almost 1, and then I came to Holland . . . 
so I don’t know how Suriname looks like . . . I went for vacation there, but 
it’s only vacation you know . . . My roots are in India . . . so . . . I am more 
related to India than Suriname. (Ryan, 44, Rotterdam)

Ryan only lived in Suriname for 1 year, so his lack of identification with this 
country could be explained due to his short experience there. But this line of 
reasoning does not explain his overt identification with India — a country 
where he locates his ‘roots’. It is not only fascinating that he acknowledges 
his Indian roots, but also intriguing why Suriname doesn’t feel like home 
to many like Ryan. As Gowricharn (2009) points out, there has been a 
constant process of ‘ethnification’ of Indian culture among the Suriname 
Hindustanis which he defines as ‘the modified reproduction of the ethnic 
community, taking the form of institutionalization and the establishment 
of cultural identity’ (Gowricharn, 2009: 10). This has consequently resulted 
in an unequal representation of India, and the Netherlands in the media 
consumption of the Hindustanis, with consequences for the underlying 
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identification processes. After moving to the Netherlands at the age of 1 and 
living there ever since, Ryan currently feels more ‘Indian’ than ‘European’:

I don’t balance it (my identity), because I’m feeling more Indian than European. 
And that’s why I always mention it, you know, and I don’t act like a European 
also. I love my roti, you know, and I love my masala . . . I’m more Indian 
than European. (Ryan, 44, Rotterdam)

Similarly, this feeling of situational identities is experienced at all age groups. 
Asha who left Suriname at the age of 10 feels similarly:

. . . when I’m at work . . . I am a Dutch one. But when I introduce myself 
or they ask me where I come from, then I always say, my roots lie in India. I 
was born in Suriname but my grand ancestors came from India. Uh, but at 
festivals, I feel Indian. You know, I’m a Hindustani. Not an Indian, but a 
Hindustani. (Asha, 57, Rotterdam)

According to Bal (2012), the affinity toward Suriname, the intermediary 
country, is greatly dependent on the generation one belongs to. She notes 
that many from the first generation of migrants from Suriname in the 
Netherlands identify as Surinamese, but many from the younger generation 
of Hindustanis born in the Netherlands do not share the same feelings 
about Suriname. For example, Chietra (37) explains that she finds it easier 
to connect with ‘her Indian self ’ over ‘her Dutch self ’:

My first time in India was [. . .] five years ago. I feel so connected with everyone. 
I love my Saree, and, and my bangles and ‘payals’. And there it’s so normal 
. . . I feel more connected to India than with Suriname and that’s so strange 
because my grandparents and my mummy and daddy are all from Suriname. 
(Chietra, 37, Almere)

Compare the following quote from Sandya (32), a banker by profession, who 
was born and raised in the city of Rotterdam, the Netherlands. Her parents, 
however, were born in Suriname. She had similar feelings as Chietra about 
where she really belonged:

. . . It’s funny to see how I actually now really want to get back to India every 
time. So it’s like a circle . . . But actually [. . .] in my mind, I’m really Indian. 
(Sandya, 32, Rotterdam)

It is duly noted that the connection that many participants felt with India 
was more of a cultural connection — something they felt proud to associate 
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themselves with. How can this lack of identification with Suriname be 
explained? It may perhaps be attributed to the smaller size and impact 
Suriname has and its multiplicity of cultures with no particular culture 
gaining global prominence. While India also enjoys cultural diversity, it 
might come across as more homogeneous because of its mediatized presence 
in global popular culture. Chiming with the previous interviewee’s’ thoughts 
on home and belonging, Chan says,

The moment [. . .] I put my feet in India, I felt I am more Indian than my 
family. And [when] I came back from the first [trip] . . . I was depressed. I 
don’t know why. I was just missing India . . . And I told [my mom] maybe 
I want to go back [to India] and do business . . . She said ‘you crazy. You are 
born and brought up here in Suriname. And what brings you to India?’ Later 
on I found a connection that my heart is, how do you say it, phir bhi dil hai 
hindustani. (I will always be an Indian at heart). (Chan, 54, Arnhem)

Likewise, Lisa (24) points out the strong presence of Indian movies in global 
popular culture and how this provides her with something of her own in an 
overly European society in which it is sometimes hard to belong: 

You know, Bollywood kind of became my saving, like, this was mine and 
nobody really knows what’s going on with that [. . .] I grew up with a lot of 
people of colour, so you know, there’s always this everything and this was just 
mine . . . And also, to have a language in a Dutchspeaking bubble it’s very 
nice . . . (Lisa, 24, Rotterdam)

This quote from Lisa shows how the clear presence of Bollywood in global 
popular culture provides diasporic audiences with a crucial tool for identity 
work: one can identify as Indian because there are global references to 
‘Indianness’.

For people like Lisa and many others, growing up and trying to find 
one’s own voice in a multicultural, Western world can be quite challenging. 
Bollywood seems to provide a welcome ‘tool’ in this process. Lisa pointed 
out how she tried hip-hop multiple times but failed at it, because it wasn’t 
hers. Her personality and interests always resonated with Bollywood; her 
cultural identity was Indian. Imagining India through Bollywood, relating 
to it and building one’s own identity through it, it becomes important to 
know if these cinematic associations result in any concrete travel interests 
in Indian destinations.
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CINEMATIC ITINERARIES:  
TRAVELING IN INDIA ‘AS-SEEN-ON-SCREEN’

Bollywood cinema has led to some iconic associations with places in the past. 
From Mumbai, Delhi, Goa to Kashmir or Jaipur, these places, for example, 
were often mentioned when the participants spoke of India. Incidentally, 
these are also the places where popular Bollywood productions have been set. 
After having seen many Bollywood movies, and identifying with the country 
and culture as depicted in these storylines, many participants experience 
a growing desire to actually visit this ‘homeland’. It becomes all the more 
interesting when Diasporic audiences are involved, as a part of their family 
history is embedded in India. For example, Chan proclaims to be a vivid fan 
of Bollywood movies and explains that these cinema-viewing experiences 
eventually drove him to book his first trip to India at the age of 35:

When I started watching Bollywood movies, I was becoming a part of India 
. . . And I think it was 1999, when I decided, okay let’s go, I am so curious 
about India, and I have seen a lot of movies and places, Juhu beach . . . Goa 
. . . So the first step I put in Delhi, I somehow felt emotions in my body and I 
started crying . . . And since then [. . .] I go almost every year to India. (Chan, 
54, Arnhem)

Similar to Chan, Joy (41) was also inspired by cinema to conduct not only 
his first travels but also the subsequent trips to India:

The movies and the interest in India itself really took me. I went four times to 
India. Just because of Bollywood. Because otherwise I didn’t know about India. 
I saw India through the movies. And yeah, it took my interest and I thought 
okay, I need to see this. I need to experience this . . . so I think in ’98 or ’99, I 
went for the first time and . . . It felt like home or something. (Joy, 41, Rijswijk)

However, one must remember that the ‘Bollywood lens’ provides only a 
sanitized and idealized version of India that does not necessarily meet 
the expectations of diasporic tourists who have developed and sustained 
Bollywood-inspired imaginaries of India. Asha, for example, shares her 
experience of being in India for the first time:

When you live here in the West and you go there to India, it is first really a 
shocker. I was really shocked. Because I saw so much poverty. I was really scared . 
. . because I saw so many people. And many poor people that you didn’t see in the 
movie. But what I saw there was such a big contrast. (Asha, 57, Rotterdam)
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Such experiences are common among the Dutch Hindustanis as their 
affiliation to India is often limited to the cultural codes transmitted through 
the Bollywood cinema, while being away from the ground realities of what 
India has to offer. Seema, who visited India for the first time at a young 
age of 9, shares:

I already had images that what I saw in the movies, that’s India. And I was 
very excited, like, ‘yay! Everything what I see in the movies that will become 
true. So beautiful, so nice’. So I was really happy. It was just a dream come 
true for me. And when I came there, I was feeling ‘oh gosh. It’s so dirty’. And 
when you’re walking, ‘oh my god. I just walk into the gobar (Cow excreta). 
And everywhere you got the cows and everything and it smells dirty. (I felt) 
What am I doing here?

Going to India due to being inspired by Bollywood cinema is understood, 
but where exactly do they go? Joy explained how he created a travel itinerary 
through India based on his knowledge of Bollywood movies, traveling from 
place to place. More participants use Bollywood associations in a similar 
direct way to create a travel plan for themselves which they followed through 
the trip. It not only includes film studios or film tours, for example, but also 
locations that felt familiar through the movies:

. . . there are a lot of movies that have good places to show what India is. And 
it keeps you like, ‘oh I want to go there’ So, I think a lot of people from the 
diaspora, who go see India is eighty percent because of the movies . . . I saw the 
movies and I took it [straight] with me, added Chan. (Chan, 54, Arnhem)

Chietra who agrees to the idea that Bollywood is very instrumental in 
influencing people’s travel decisions toward India says, 

Bollywood movies have an influence. The beautiful places which we can see in 
the movies and then you can imagine, ‘ hey when I’m going to travel, I want 
to see this. I want to see the Taj Mahal. Because you see it on your screen, but 
then you can see it in real life’. (Chietra, 37, Almere)

Chietra eventually did follow up on her desire to see the Taj Mahal by taking 
a trip there, along with different popular Bollywood locations.

Jasmine also recalled how cinema was a strong factor when planning 
her recent short trip to Mumbai. Her travel decisions were to a large extent 
driven by her interest in popular Bollywood actors:
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Because we are just here for one day (we thought) okay, let’s go to the place 
where Bollywood actors are living’. Not like, let’s see a fort or something or go 
to a museum. So the only thing I have seen in Mumbai is Marine drive. And 
the area where the stars are living. (Jasmine, 38, The Hague)

These findings are interesting as they seem to point at practices that go 
beyond the standard itinerary of the film tourist. These participants are not 
in search of one specific movie or one particular scene, as is commonly the 
case, but they use a collection of Bollywood movies and celebrity hotspots 
to develop a multi-sided tour through India, traveling from one movie to 
another and experiencing India through the lenses of Bollywood as a cohesive 
whole. In this chapter, we would like to refer to these practices by coining 
the concept of ‘cinematic itineraries’: travel itineraries that are composed of 
several sites associated with multiple movies or associated film stars. 

What makes these cinematic itineraries through India so exciting? For 
some, going to see the spots which mark their fandom for Bollywood often 
equals a dream-like situation:

. . . I think the one thing that really stood out to me was when we went to 
Marine Drive and I had just seen Wake Up Sid, and I was like ‘Yes!’ you know, 
amazing . . . That was my fake Bollywood moment, and then also the fact that 
we went along Mannat, you know, and then the guide was just like ‘Yeah, 
this is Mannat, this is where Shahrukh Khan lives’. (Lisa, 24, Rotterdam)

It is interesting to know how much influence films have on the manner in 
which the diaspora connects with and discovers locations beyond the usual 
Indian cities. Rajnie says, 

I saw Lootera a few months ago, and I think it was shot in Dalhousie, so ever 
since I saw Lootera I wanted to go to Dalhousie . . . In Raaz, they went to 
Shimla, and I still want to go to Shimla . . . I saw, some movies were shot in 
Agra, you know, and that’s why I always wanted to go there, and now I’ve 
been there . . . So yeah, Shimla and Dalhousie are still the, my to-go places I 
haven’t visited . . . (Rajnie, 35, Rotterdam)

Lisa expresses her desire to go back to India, and Mumbai in particular, to 
re-live her Bollywood moments:

I want to go back to Mumbai again, just to have that quintessential Bollywood 
experience . . . I really want to be like that uber tourist, you know, and (see) 
everything that you’ve seen in movies so far, I would like to see that for real 
and have these experiences. (Lisa, 24, Rotterdam)
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Chietra (37) speaks about why she loves Bollywood movies and how they 
influence her association and experience of India:

. . . In movies you see a lot of places where I went to. Let’s say Mumbai. Then 
you see the central station and you see Juhu beach. And in one of my vlogs I 
said, ‘ look! I am here just as in the Bollywood movies you see the Juhu beach, 
this is the Juhu beach!’ (Chietra, 37, Almere)

For these participants, going to India rarely meant going in search of their 
roots or their ancestral home, or finding long lost relatives and friends. 
The visit to India does elicit a strong emotional response, but the primary 
motivation has largely been to visit a generic India as imagined in Bollywood 
movies. This can be also corroborated by previous research that for the 
second-generation Dutch Hindustanis, the affective ties to India function 
as ‘source cultures’ rather than as ‘Home’ (Gowricharn, 2009). There are no 
specific spots in India called Bollywood, unlike its American counterpart. 
There are, however, a growing amount of locations that are identified as being 
quintessentially ‘Bollywood’ locations based on the indelible association 
film-tourists draw between locations and Bollywood films. These ‘places 
of the imagination’ (Reijnders, 2011) have become a standard part of the 
diaspora’s Bollywood tourism experience.

CONCLUSION

This chapter aimed to investigate how the various cinematic imaginations 
of India are developed by the Dutch Hindustanis under the influence of 
Bollywood cinema and how that motivates their travel decisions to and 
experiences in India. Based on 17 in-depth interviews, a number of interesting 
findings have emerged.

First, the findings reveal that Bollywood cinema has a considerable 
influence on the imaginations of India as conceived by the participants. For 
participants who were born in Suriname and migrated to the Netherlands 
from the 1970s onwards, or who were born in the Netherlands itself, 
Bollywood cinema is a major reference point to Indian landscape and culture. 
For the older participants who did not visit India during their youth and only 
started going there in their middle age, for a long time, the images of India 
as propagated by Bollywood cinema have been a rather dominant source 
for defining the participants’ relationship and imaginations toward India, 
which ensured a sense of familiarity when they arrived in India. This also 
holds true for the younger participants who have never been there but rely 
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on the mediatized imaginaries created by Bollywood. This at times led to 
a dissonance between the imaginaries of India idealized by Bollywood and 
their real-life experiences in India. The younger participants not only relied 
on cinema for comfort, but also appropriated it to their present context by 
utilizing Bollywoodized elements in their current cultural expression. Many 
participants greatly adopt cultural codes concerning the ‘Indianness’ from 
cinema and practice rituals, clothing and religious festivals (Verstappen 
and Rutten, 2007).

Second, the interviews showed that many participants did not feel deeply 
connected to Suriname, culturally nor identity wise. They related much more 
to India and the Netherlands. Probing deeper into these sensitive issues of 
identification, it turned out that most of the participants proclaimed to be 
‘culturally Indian’, with their hearts aching for ‘Indianness’, but at the same 
time they acknowledged their youth and upbringing in the Netherlands and 
considered that country to be their ‘home’. While trying to find a balance 
between their affiliations with both the Netherlands and India, Suriname 
was seldom acknowledged. These findings again also hold true from previous 
research (Gowricharn, 2009; Verstappen and Rutten, 2007). In addition, 
we concluded that the constant lack of acknowledgment of the presence of 
Suriname in the participants’ life can be attributed to the lack of presence 
of Suriname in the global cultural landscape.

The mediatized presence of Bollywood culture often seems to weigh 
heavier in comparison with Suriname, thus making Indian identity more 
relatable, approachable and ‘workable’ as a tool for identity work. This also 
meant that Bollywood cinema was a source of cultural education, but also 
provided a ‘pull’ factor to make the participants travel to India to soothe 
their cultural affiliations and not really in search of ‘Home’. However, the 
recent trend among Bollywood producers to shoot movies outside India 
slightly hindered the process of self-identification through cinema for the 
participants. These developments might partly explain the decreasing interest 
of the participants in contemporary Bollywood cinema, which often shows 
European or American settings, and less of the values India was known for. 
This results in them falling back on the classic Bollywood films from 70s, 80s 
or 90s, to keep them engaged with the materiality and authenticity of the 
homeland. Rao (2007) says with respect to current filmmaking tropes and 
its audiences that ‘Bollywood recognizes its audiences as the upper middle 
class diasporic and urban communities whose tastes, values, desires, and 
consumptions are reflected and re-energized by these films’ (p.74). However, 
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this finding does not suit the context of the Dutch Hindustanis as it appears 
to be the case that this diasporic community prefers films from the past.

Yet another important finding is that going to India rarely indicated 
going in search of your roots or your ancestral home or finding relatives 
and friends. For many participants, the visit to India has largely been due 
to the influence of the Bollywood movies. This is confirmed by the fact that 
most participants mention places like Delhi, Mumbai, Goa or Kashmir and 
rarely Bihar, Kolkata or Agra; the latter if mentioned was often for the Taj 
Mahal. As Singh (2003) notes, it is true that diasporic Indians are neither 
looking for a ‘home’ nor do they wish to return for good (p.4); Hannam 
(2004) also points to the ambivalence of Indian diaspora in returning to 
India. However, we do confirm the existence of a strong desire for temporary 
visitation and tourism driven by Bollywood cinema, and seeking difference, 
yet familiarity. This finding contrasts with that of Macionis and Sparks 
(2009), who claim that for a vast majority of travellers, film-induced tourism 
tends to be only incidental. This might be true for the general travellers, but 
based on our findings, we conclude that media tourism is all but incidental 
for this specific group of diasporic Bollywood audiences.

Finally, it became clear that through the repeated consumption of 
Bollywood cinema, the participants also became acquainted with different 
places and landscapes, stirring the desire to actually visit India. Many 
participants had a clear list of specific places they desired to visit. Particularly, 
Bollywood cinema turned out to be a predominant source of travel for most 
of the participants, as they designed their India trips based on associations 
with famous scenes from the rich history of Bollywood. These trips were not 
based on one movie or one particular scene, but on a string of movies that 
together formed a ‘Bollywood filter’ of India. In addition to film locations, 
these visitations also included homes of famous Bollywood celebrities such 
as Shahrukh Khan or Amitabh Bachchan as well as film-studio tours. In 
order to refer to these multi-sided and comprehensive media tourist practices 
based on itineraries designed under the influence of Bollywood cinema, we 
introduced the concept of ‘cinematic itineraries’.

In terms of how Bollywood cinema aids identity construction, it was 
understood that for the first- and the second-generation Dutch Hindustanis, 
the key takeaway points from cinema may differ to some extent as compared 
to the third-generation audiences. While the former engage with the notions 
of nostalgia, roots and longing slightly more than the latter; the interest 
in Bollywood music, Bollywood-inspired fashion and interest in celebrity 
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cultures was felt among younger and older participants alike. However, 
across generations, the urge and excitement to conduct tourism to Indian
locations inspired by various Bollywood productions was a common factor, 
and they do realize their wishes based on their affordability and opportunity.

This chapter has led to original findings about the diasporic audiences’ 
cinematic imaginations and their resultant travel experiences in India. With 
the introduction of the concept of ‘cinematic itineraries’, we also strived to 
make a meaningful theoretical contribution. That said, we acknowledge 
that this research was exploratory in nature and more large-scale research 
is needed to substantiate these conclusions. In the current times of evolving 
media ecologies, researching the supporting role of new media and the role 
of online and offline travel guides in reinforcing these cinematic ties for 
inducing tourism among the diasporic audiences will be a fruitful arena for 
further research. In this research also, the role of filmi songs returned often 
as a part of the interviews and casual conversations with the participants. 
That makes us wonder about what role do Bollywood filmi songs or music 
videos play in inspiring tourism flows, and I explore that idea next in greater 
detail in the following chapter.





555555555
ON THE TRACKS OF MUSICAL SCREENSCAPES:

 ANALYZING THE EMERGING  
PHENOMENON OF BOLLYWOOD FILMI SONG 

TOURISM IN ICELAND
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Around the world, cities and regions are welcoming tourists after being 
in the spotlight of popular movies, games, novels, TV series or other forms 
of popular media culture. Popular Hindi cinema (Bollywood) too has long 
impacted destination imaginaries and the ensuing travels. What remains 
scarce in existing research is how its crucial component—Filmi songs 
impacts tourists’ imaginaries of a destination, and consequently how they 
perform their travels. This study investigates the role and significance of filmi 
songs in tourism practices, by focusing on the case-study of ‘Gerua’ from 
the film ‘Dilwale’ (2015), post which Iceland experienced a rise in Indian 
tourism. Employing 18 in-depth interviews with tourists, but also various 
local stakeholders in the business of media-tourism, this study attempts 
to understand what impact Bollywood songs have on travel motivations 
of its audiences, how tourists experience the filmi song location on-site, 
and finally how the phenomenon is perceived and evaluated by local 
stakeholders in Iceland. Results show that filmi song tourists are actively 
engaged in reconstructing scenes from their beloved filmi songs by indulging 
in shot recreations and song re-enactments. By drawing links between 
Bollywoodized narratives and locations in Iceland, and by sharing these 
performances online, these tourist practices contribute to the imaginative 
heritage of Iceland in the global imagination.

A version of this chapter is accepted for publication in the journal Tourist Studies

****
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INTRODUCTION

The popular Bollywood film Simmba (2019), which was predominantly 
set in Goa, India, has a ‘dream’ sequence titled Tere Bin (“Without you”) 
where, almost instantaneously, the lead couple is shown romancing at 
various picturesque locations of Switzerland. This sudden disruption 
in spatial continuity is far from uncommon in Bollywood movies; filmi 
songs are often intended to offer a break from the narrative space of the 
movie, conflating with the romantic encounter between the protagonists 
and therefore intentionally set in picturesque landscapes. However, in the 
case of Tere Bin there is a more implicit reason for the sudden ‘escape’ to 
the Swiss terrains: the lead-actor of the film, Ranveer Singh, is the brand 
ambassador for the Switzerland Tourism Board (Chandrashekhar, 2017). 
Therefore, the song is perhaps consciously produced to revive the Swiss 
imagery amongst Bollywood audiences as a response to other European 
destinations entering the Bollywood screenscapes. Tere Bin is an example of 
such increasing convergence and legitimization between Bollywood cinema 
and global tourism industries. It is precisely these implicit and explicit links 
between filmi songs, place, and tourism practices that will be investigated 
in this chapter.

Bollywood cinema and its music has undergone an evolution in terms 
of its content and production values, making it one of the most highly 
recognizable storytelling devices globally (Ghelawat and Dudrah, 2017). 
Particularly, ‘song and dance’ scenes are regarded as the “single most 
enduring feature of popular Hindi film”, lending these films enormous 
popular appeal and cultural value in India and beyond (Gopal and Moorti, 
2008, p.1, Ghelawat and Dudrah, 2017). The visual and aural dimensions 
of these songs act as hooks for the audiences, adding retention value to the 
films, while also functioning as significant points of promotion for the films. 
This set-up may therefore offer filmmakers the possibility to utilize different 
techniques of production, scout picturesque ‘never-seen-before’ locations for 
songs, and also employ the musical element to create a captivating, fantastic 
world on-screen.

Interestingly, Ganti (2012, 2013) argues that filmi songs are a crucial part 
of the film narrative, underlining that many films would lose their narrative 
coherence if the song-sequences are removed from the film (2013, p.92). 
However, one can debate the concept of coherence when looking at the 
spatial dimension of the music-videos. Bollywood films including its music 
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are increasingly shot on foreign locales with little to no logical connection 
to the storyline (Matheson, 2005, Cucco & Scaglioni, 2014; Mishra, 2018). 
While the storyline maybe predominantly set in India, the songs often 
portray spectacular locations abroad, inviting the viewers to instantaneously 
break free from the quotidian, to create aspiration and pockets of excitement 
in the film viewing experience. Indeed, many Bollywood songs have been 
shot in “exotic” places such as Alaska, Cuba, Mexico, New Zealand, etc. 
(Ganti, 2013; p.99), merely performing functions of “spectacle and novelty” 
(p.99). Partly because of their independent character, filmi songs often enjoy 
an autonomous following, and are circulated independently on local music 
channels or popular digital platforms like YouTube, garnering millions of 
views, reinstating destination imaginaries. 

The popularity of filmi songs has contributed to the growing interest 
of audiences to the locations shown therein (Middha, 2016). This ‘tourism 
potential’ of filmi songs has also been recognized by the industry, leading 
to more professional efforts towards the choice of offbeat destinations that 
tease aspirations of the burgeoning Indian middle-class with an increasing 
purchasing power and a (created) need to travel to “exotic locations” (Rao, 
2010). This globalization of Bollywood cinema has, amongst other, created 
an evidenced surge in Bollywood productions (and related tourism) in 
European countries, Switzerland, France, Spain to name a few (eg. Frank, 
2016; Gyimóthy, 2018; Marco and Scaglioni, 2014).

Recently, one such Bollywood music-video succeeded in putting a brand-
new location on the Indian tourist’s map, creating a rise in Indian tourism to 
a small country in the periphery of Europe. Shortly after the release of the 
song ‘Gerua’ 5 (saffron) from the film Dilwale (The ones with a heart, 2015), 
the number of overnight stays made by Indian visitors in various parts of 
Iceland almost quadrupled6. According to the official tourist survey held in 
2016, many tourists to Iceland were indeed inspired by international movies, 
TV series and music videos. Of course, the level of fan interest varies. Some 
of these visitors will be strongly motivated by specific films or music videos 
and show a deep desire to visit the related filming locations (eg. Reijnders, 
2016; Lundberg and Ziakas, 2019), potentially as part of a larger “cinematic 
itinerary” (Nanjangud & Reijnders, 2020); other visitors will be motivated 

5 https://www.youtube.com/watch?v=AEIVhBS6baE, Last retrieved on 3-11-20 
6https://px.hagstofa.is:443/pxen/sq/775b75d6-ea87-4c74-8128-89019103874d , Last 
retrieved on 4-11-20
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by a larger cluster of sources, in which the cinematic representation of 
Iceland neatly merges with more general tourism imaginaries. But in both 
cases, the influence of Bollywood popular culture is undeniable (Visitor 
Survey Report, 2016, p.61). 7 According to the Iceland film commissioner, 
interviewed as part of this project, the country has successfully opened 
up towards the Indian tourism market majorly because of the song Gerua:

“I think Dilwale (the film) itself is the best marketing tool we’ve ever had to 
India and the two things that would help us increasing tourism from India 
is the direct flight, and the embassy will take care of the visa. That is actually 
both in process” (Einar Tomasson, Film Commissioner, Iceland)

The song Gerua is a romantic ballad that primarily depicts actors Shahrukh 
Khan and Kajol dancing and singing against the natural, vast, and idyllic 
landscapes of Southern Iceland. This song reportedly even facilitated the 
introduction of a direct flight from New Delhi to Reykjavik (The Statesman, 
2018) and is said to have strengthened the bilateral relations between India 
and Iceland (MFA, 2018). 

This chapter attempts to investigate the emerging phenomenon of 
‘Bollywood tourism’ (Nanjangud, 2019), by specifically looking at the role of 
filmi songs — one of the characteristic traits of Bollywood cinema. We seek 
to understand what meanings the tourists draw from visiting locations related 
to their favorite filmi songs, and by engaging with the filmi song locations 
on-site and sharing their experience online, they contribute towards (re)
shaping the destination image. In doing so, we are also interested in how the 
stakeholders perceive this emerging trend, as facilitators of these experiences 
on-site. The stakeholders’ perspectives become prominent in order to grasp 
the ways in which these tourist experiences are being perceived on location. 
It is important to shed light on the reception of such tourist experiences 
earlier on when the trend is slowly emerging so as to develop the tourism 
offerings for the inflow of upcoming tourists in a systematic manner (Croy, 
2010). This study intends to make meaningful contributions to the growing 
corpus of research on the interrelation between popular culture, place and 
tourism (Reijnders, 2016; Månsson et.al, 2020 etc.) by bringing in a (critical) 
Indian perspective that is still largely missing in media tourism research 
(but see: Angmo & Dolma, 2015; Mishra, 2018; Biswas & Croy, 2017; 

7 https://www.ferdamalastofa.is/static/files/ferdamalastofa/Frettamyndir/2017/januar/
sunarkonnun/sumar-2016-islensk.pdf
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Nanjangud, 2019; Nanjangud & Reijnders, 2020; Nanjangud & Reijnders, 
2021). Such a critical commentary fills in for much elusive discussions on 
the storytelling format and the specificities of the films from the region 
that has global effects on transnational mobilities that, perhaps cannot be 
generalized using existing research dominated by western case-studies. This 
research is an attempted step in that direction.

The question that guides this research is: “How do Bollywood tourists 
motivate, experience and value visiting locations related to their beloved filmi 
songs and how do the local stakeholders perceive this change?” By understanding 
the tourists’ experience and performance of travel, we also underscore the 
rising significance of Bollywood cinema on transnational tourism flows 
using this contemporary case-study.

FILMI MUSIC TOURISM:  
AN EMERGING FORM OF MEDIA TOURISM?

Bennett (2002) conceptualizes the ‘musicalized tourist gaze’, referring to 
the ways in which locations are framed due to their representation in music-
videos. Mostly, ‘a musicalized tourist gaze’ is based on positive connotations 
with the protagonists, the ambience of the landscapes and the melodies 
together eliciting emotional and persuasive responses. As Reijnders (2016, 
p.675) suggests, such narratives can lead to positive evaluation of places, 
associating itself with values such as happiness, or freedom. Gibson and 
Connell (2010) note that images from music-videos have the power to create 
imaginary trips to distant places and at the same time mobilize specific 
narratives of a place. Because of their almost timeless, idyllic representations 
of place, music-videos can stir the imagination and create new symbolic 
layers of associations on a destination.

However, newer studies on media-tourist experiences have departed 
from the focus on merely the ‘gaze’. The emphasis is increasingly laid on the 
way how tourists actively co-contribute to the making of a tourist location, 
transforming tourists from “passive gazers to participants in the creation 
of the destinations visited by their performances” (Månsson, 2015, p.51; cf. 
Baerenholdt et al., 2004; Crouch, 2004; Edensor, 2009; Urry and Larsen, 
2011). Tourists not only visit a location, viewing it passively, but actively 
interact with the locations — both physically and emotionally, turning the 
visit into a multi-sensory experience (Veijola and Jokinen, 1994). In line with 
this, Månsson (2015) states that media tourists ‘co-create’ the destinations 
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“through their embodiment and performances” (p.50). Likewise, Crouch et 
al. suggest that the “tourist sites, destinations, cultures and places are (at 
least in part) made significant through the way we encounter them, and 
the encounter happens in an embodied way” (2001, p.259). While popular 
culture products affect the destinations, this impact is seldom direct; it is 
mediated through the embodied performances and on-site experiences 
which are instantly or at a later moment in time recirculated via social media, 
ultimately leading to the creation of the ‘destination’ both online and offline.

Tzanelli (2021) critically looks at the role of the media, tourism and 
the tourists’ role in the creation of a location story asserting that when a 
destination emerges from popular media texts, it also holds potential to 
mobilize different ideals of people and places. Frank (2016) further notes 

— albeit in the context of Switzerland — as to how the performances of the 
Indian Bollywood tourists have accelerated changes in the local tourism 
sector, adapting to the tourists who arrive often solely to live the Bollywood 
experience over experiencing the location for its historical significance (p.526). 
This for instance is also visible in filmi song tourists’ romanticization of 
Icelandic landscapes. This, for instance, is also visible in filmi song tourists' 
romanticization of Icelandic landscapes; that is, seeing Iceland through the 
Bollywood lens, that may disregard local original contexts (discussed more 
in the analysis). Speaking of local contexts and communities, Beeton (2005) 
rightly stresses the need for inclusion of local communities and stakeholders 
as active participants in terms of tourism planning that arises from media 
tourism, perhaps also because tourism arising from popular media tends 
to increase rapidly congruent with the rapid success of the media product. 
Accordingly, this chapter also engages with the perspectives of the local 
stakeholders involved in the business of tourism in order to see their 
viewpoints in how tourists experience the locations and what it means for 
them as a location (Heitmann, 2010). As such, it is known that impactful 
images and media guide and promote tourism by encouraging “sensory and 
extrasensory constructions” of tourist spaces (Hottola, 2002, p.83). These 
frameworks rightly underscore the increasing importance and agency the 
tourists have in placemaking and reconfiguring the destination narratives.

In media tourism, the creation of destination images is not just due to 
the way tourists view the sites, but also due to the rich narrative-worlds they 
take with them when they visit a site (Williams, 2017; p.98), thereby adding 
new narrative layers to the ‘imaginative heritage’ of a place (Gyimóthy, 2018; 
Reijnders, 2020). Gyimóthy (2018) says, destination narrative-building is 



113

O
N

 TH
E TR

AC
KS O

F M
U

SIC
AL SC

REEN
SC

APES

“constantly reconfigured through new layers of meaning, which are produced 
by tourism and other mobilities” (p.295).

In such instances, media tourists play an active role in the “spectatorial 
consumption” of leisure spaces and by placing themselves in the frame — 
they re-create shots and re-enact scenes in order to fill in the absence of 
their favourite characters (Roesch, 2009; p.159). The performative aspect 
of tourism lends interesting insights into understanding the practices of 
filmi song tourists, and most importantly, what emotional responses are 
elicited through their immersive on-site behaviour while re-creating parts 
from their favorite popular culture narratives. Producing media on-site 
for sharing online then becomes a part of the media tourist experience 
(Schneider, 2006, p.158) where the sights being recreated act as backdrops 
for these recreations (Roesh, 2009, p.159).

One of the most common ways in which film tourists experience a location 
is to re-enact scenes from their favorite songs reported in media tourism 
research (e.g. Roesch, 2009; Reijnders, 2011). However, in this chapter we 
argue that filmi songs that are an inherent storytelling device within Indian 
cinema are particularly apt for such scene reenactments and shot recreations 
because of their hybrid character, combining music, lyrics and drama on 
location. While they are also popular for autonomous consumption, filmi 
songs host within themselves references to not only the previous parts of the 
film, but also to what is to come in the story narrative, thus giving layers of 
meaning to the tourists to work with and base their reenactments on. The 
presence of celebrities in these videos further elevates the value of the text, 
encouraging onsite and, following this, online activities. By playing the music 
on-site, media tourists are able to get an immersive feel of the song-sequence, 
engaging themselves with the story-world in a musical, cinematographic 
and spatial way at the same time. Perhaps more than other media, music 
videos have the potential to draw their fans into another emotional state-
of-mind instantaneously, creating a powerful atmosphere that brings the 
experience of media tourists to a higher level (Bolderman, 2020). As such 
the filmi song offers a highly original case study to investigate more general 
patterns of media tourism.

Indulging oneself in embodied performances, by singing lines from the 
music or enacting certain dance sequence dressed up as the actors, can result 
in powerful experiences. In this regard, Seaton talks about ‘metempsychosis’: 
having the feeling of literally stepping into some else’s shoes. By “adoption 
and orchestration of temporary personae on holiday” (2013, p.23) filmi song 
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tourists might experience a ‘light’ and playful form of such a metempsychosis. 
However, there is also the risk of overemphasizing the ‘serious’ nature of 
these tourist practices. According to Reijnders (2011, p.15), play forms an 
important part of the behaviour and experiences of media tourists. Being 
involved in media tourism requires a certain suspension of disbelief; tourists 
recognise that they will never be able to fully enter their imagined worlds, 
yet they “play with the boundaries of what is real and what is not” (p.15). 
Ultimately, music and sound play a part in shaping tourist experience, adding 
an emotional and affective layer to the destination that the tourists use to 
engage with the place using their bodies (Waitt and Duffy, 2009).

METHODS

This exploratory study investigates the question of how filmi song tourists 
engage with and experience the locations on-site and how these experiences 
are perceived on ground. In order to achieve an allround perspective of the 
phenomenon of Indian fan-tourists visiting popular destinations from filmi 
songs, and recreating moments from the music videos, in-depth conversations 
were had with primarily tourists, and also other facilitators involved in 
the process. Therefore, this study benefits from an in-depth qualitative 
approach. In response to Beeton's (2005; p.43) reflection, that ‘quantitative 
data is rarely sufficient to illuminate expectations [of film location tourists] 
and subsequent experiences’, this study strives to go to the depths of how 
tourists engage with locations and on what levels do they do so. Therefore, 
the most suitable method that addresses the above requirement was that 
of in-depth, semi-structured interviews, which involves questioning and 
conversation (Kvale & Brinkman, 2009). Such qualitative understanding 
helps to grasp ‘how individuals experience and interact with their social 
world, [and] the meaning it has for them […]’ (Merriam, 2002; p.4).

We adopted a semi-structured interview technique, which allows for 
combining a discussion of set themes with more topical flexibility, and 
for allowing the emergence of additional strands of enquiry during the 
conversation (Kvale and Brinkmann, 2009). A topic guide was created prior 
to the fieldwork. The interview topics with filmi song tourists were based on 
topics such as: their underlying motivation for choosing Iceland as a desired 
travel destination, their reflections on their on-site experience, the cinematic 
frame of reference towards the related destinations and what meaning they 
drew from the overall visit. Questions for the service-industry personnel 
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were suitably tweaked to understand their perspective on the practices of 
filmi song tourists. Respondents included tourists and local stakeholders 
in the business of tourism. They were purposively sampled on-site and also 
via various official websites, personal social circuits and social networking 
platforms such as Twitter and Instagram. Social media platforms were 
used to identify and recruit tourists using hashtags such as #GeruaIceland, 
#Gerua and related combinations. They were first contacted by a message/
phone call, after which snowballing helped in recruiting more respondents. 
The first round of fieldwork in Iceland took place between 25th August 2018 
and 2nd September 2018, and the second round of fieldwork in Mumbai and 
Pune was conducted in December 2018 for about a month. The interviews 
ranged between forty minutes to over an hour. In addition to the fieldwork 
carried out in Iceland, Mumbai and Pune, snowball and online recruitment 
broadened the geographic scope of data gathering and resulted in telephone 
interviews with other Indian tourists to Iceland.

Most of the interviews were conducted face-to-face in public café’s, 
respondents’ residences or workplaces. Additionally, telephone interviews 
were conducted to reach non-resident Indian (nri) tourists living abroad. 
Telephone interviews proved to be a useful method because it enabled a 
large geographical scope and resulted in similar high-quality data when 
compared to the face-to-face interviews (Barett, 2019) and also gave them 
time to assimilate their experiences. The tourists and their experiences 
therefore formed an important aspect of the data collected. 

As complementary data to the tourists, we also interviewed tour operators, 
a tour guide, a government official from the ministry of Tourism, the Film 
Commissioner of Iceland, production assistant on the song — Gerua, service 
industry personnel like restaurant owners, and a local Indian resident in 
Iceland. These stakeholders provided valuable insights into the rise and 
perception of Indian visitors to Iceland. For example, Haukur, manager of 
an Indian restaurant in Reykjavik said: 

“There’s a revolution in (Indian visitations to Iceland)…they had recently 
launched Bollywood movie...one of the famous actors taking videos of landscapes 
in Iceland.... and it became very popular. Immediately after that…Indian 
tourists were beginning to emerge. The travel agent said that he would reckon 
there would be like 10 times more tourists coming in two years. And he has 
proven to be right.” (Haukur, Reykjavik). 



116

C
H

AP
TE

R 
  5

Such nuanced industry insights are useful to gain well-rounded perspectives 
that attest to the motivations of the filmi song tourists as can be seen in first 
section of the analysis. These are worth knowing as these practices work in 
connection with the local service industry and not in isolation. Furthermore, 
it also gives us an understanding of the local stakeholders’ awareness of the 
filmi song and the extent to which they connect it to the growing footfall 
of Indian tourists. 

Appointments were sought from the tourism officials, and the necessary 
tours were booked in the routes where the song was filmed. The tour and 
the tour guide were not specific to the filmi song tour. The total number of 
interviews conducted in Iceland and India was eighteen, made up of ten 
tourists and eight stakeholders. Another expert interview was also conducted 
around this time, but it was not used towards the analysis as it was not in 
direct relation to this case. Additionally, as a background method, the 
first author participated in guided bus-tours to the locations shown in the 
music video Gerua. This not only helped in finding respondents, but also 
proved to be worthwhile to fully understand the spatial context of these 
tourist practices.

All the respondents were provided with the official brochure of the 
project stating its goals, and how their input would be utilized. Additionally, 
all the interviewees provided their informed consent in both written and 
verbal manner prior to the starting of the interviews. The participant was 
provided with an option to choose anonymity. This kept the process ethically 
compliant and built trust between the interviewer and the interviewee.

The interviews were recorded with the help of a dedicated voice recording 
device. Once the data gathering process was done, the interviews were 
transcribed verbatim. The transcripts were read and re-read multiple times to 
get familiarized with the broader themes emerging. Once the transcripts were 
organized, they were uploaded on the computer-assisted analysis software 

— Atlas.ti. This made the process of qualitative data analysis efficient, and 
transparent (Rambaree, 2013). Firstly, the process of open coding helped 
identify codes on a broader level. Once all the transcripts were coded until 
no new codes emerged, those that were similar were grouped into various 
thematic clusters, until major overarching themes were identified. Such an 
exercise of thematic analysis (Braun and Clarke, 2006) of interview data 
resulted in several central themes, of which the most recurring ones are 
presented below — each of which is furnished with relevant quotes from 
interview data to support the arguments made. Quotes may be slightly 
treated to improve for readability.
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ANALYSIS

MOTIVATIONS OF THE ‘FILMI SONG’ TOURISTS

When the respondents were asked about the reasons for visiting Iceland, the 
song ‘Gerua’ was an almost instantaneous reference for many. The song was 
undeniably an introduction to Iceland that prompted them to find more about 
the place. Additionally, what enhanced the motivation of visiting Iceland 
was the natural vastness of the destination (Macionis, 2004) as portayed in 
the music-video, which was unlike any other usual cityscape and therefore 

“off-beat”. This recurred amongst almost all respondents. Esha says:

“We had gone to see the movie Dilwale, and I...really hated the movie (laughs) but 
I thank the movie just because it exposed me to this wonderful country. When 
I saw the song Gerua I was like, what are these locations!?...and immediately 
started Googling and I was like, Oh My God! All of this is Iceland!”

Another participant Priyanka adds:

“That song (Gerua) also did add a bit of...contribution to select the place. Because 
after that I did more research and looked for more specific places where the 
movie was shot”.

These quotes suggest that the song not only made the filmi song tourists 
curious about their main travel destination, but also stimulated them to 
actively search locations within Iceland where the song was filmed, to chart 
their travel itinerary, almost following the trail left by the song-sequence 

— a Cinematic Itinerary (Nanjangud and Reijnders, 2020). This is not to 
imply a strict causality between the filmi song and the ensuing tourism, but 
to say that the filmi song provided a window to Icelandic landscapes and 
implicitly encouraged potential filmi song tourists to consider Iceland as a 
destination through its descriptive and musical presentation. As Waysdorf 
and Reijnders (2017) say, tourists pursue their visits to the location perhaps 
driven by the media, but also use it as an introductory point to discover more 
about the location. As such, the above quotes also indicate that the allure 
of the “Place” was one of the prime motivators that was enhanced by the 

“Performance” (the filmi song) in the terms of Macionis (2004).
Many respondents did actively “google” or “research” various platforms on 

the internet to identify the locations shown in the song Gerua. Apparently, the 
process of planning filmi song tourism is increasingly done by making use of 
internet-driven media, blurring the lines between new and traditional media 
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platforms in media tourism for the respondents. This further indicates the 
central role of the filmi song in prompting the search for further information 
about a previously ‘unknown’ place by Googling or by researching online 
(e.g., Croy, 2010; Waysdorf & Reijnders, 2017). Secondly, it points to a 
critical issue of using places in filmi song videos for visual pleasure alone. 
Not acknowledging the destinations onscreen compels the audiences to rely 
on internet research to find more about the destination. This engages with 
the work of Matheson (2005), who calls such ambiguity as ‘placelessness’ 
as the destination is used as a backdrop alone stripping it off its cultural 
specificities.

Like Esha’s quote indicates her love of the film is not a direct reason to 
visit a country like Iceland, but it has indirectly introduced her and many 
others to Iceland as a potential tourism destination, in particular because of 
its romantic, off-beat and unique locations, potentially providing them with 
exclusive travel experiences that will make them stand out in their social 
surroundings. Setting a precedent in their social circle clearly rendered 
an added motivation. The combination of novel destination and being the 
first to visit this destination indicates how filmi song tourism offers the 
individual tourist a distinctive social standing amongst peer groups. This 
aspect of social distinction seems to present a very valuable insight into the 
motivational profile of the interviewed tourists albeit in different cultural 
contexts (e.g., Connell & Meyer, 2009; Croy & Heitmann, 2011; Macionis, 
2004). As Deepali explained, 

“yeah we were the first ones in our town and friends circle. I didn't see anyone 
else go there. Once we went there and posted pictures, everyone was like 'wow, 
let's put this on our bucket list!’” (Deepali, USA). 

Participants in this study noted that travel to a unique place associated with 
Bollywood attributes a special social status on to the visitor, something that 
has not been commonly observed in other film-fan research. This comparative 
‘social standing’ element appears to bring in a culturally distinctive insight 
of class consciousness within the broader context of studying media tourism 
(e.g. Croy et al., 2021; Roesch, 2009)

As mentioned previously, filmi songs increasingly attempt to showcase 
unknown and unheard locations, to create a utopic world on-screen. As the 
current study shows, these production choices within Bollywood cinema, the 
so called ‘placelessness’ (Matheson, 2005) unintentionally creates a powerful 
incentive for travel destination choices of their audiences. 
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Esha says:

“These places are not (commonly) heard...if anyone has actually visited these 
countries… if I see these places onscreen, I get some confidence that (going here) 
is very much possible and we can definitely visit these places. Thanks to these 
new filmmakers, who are not only focusing on Switzerland and Austria, or 
London and Paris, I'm so happy that they're actually considering taking their 
shooting to these offbeat kind of countries…they are like a medium…through 
them, people get to know about all these locations” (Esha, Mumbai)

This chimes the work of Macionis and Sparks (2009, p.99) who suggest that 
the factors such as novelty and prestige are often important motivators for 
the participants.

For many, filmi songs not only provided a grand idea of which country 
to visit, but also directed them to the locations shown in the song sequence, 
enabling a connection between the dreamy world of cinema and the ‘real’ 
world one can visit as a tourist. Neha, who went to Iceland for her honeymoon, 
was not only inspired by the filmi song towards the choice of her destination 
itself, but also took reference from its ‘making-of ’ video to identify where 
exactly these locations can be found. She says:

“I did connect the rainbow (to the song), we knew this place is in the song. 
Because in the making also they show it, and, we both had seen the making 
of the song. So, we knew that we have to visit that place!” (Neha, Mumbai).

Similarly, Deepali said:

“It must be a year after it was released… I wanted to go to Iceland and see all 
those places and that song was just peaking. And I also watched 'the making 
of Gerua'. That was even more interesting. More realistic, and it still looked 
good…I thought…Someday I’ ll go there” (Deepali, USA)

Many respondents felt that the behind-the-scenes ‘making-of ’ videos 
officially released by the same film company, invited them to see the real 
locations behind the elaborate narratives surrounding the filmi song, lending 
realization and accessibility to the locations. Together, the inspiration 
from the filmi song, and the mysteriousness of the location added to the 
attractiveness of the place and enabled decision making to visit the location 
(e.g., Buchmann et al., 2010; Roesch, 2009). Searching for the locations 
shown therein through the internet and the making-of video, added to its 
accessibility and desirability. What is also interesting is that the popular 
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mass medium of Bollywood music-videos guided respondents to identify 
something out-of-the-box, interesting potential travel destinations formerly 
outside of their ’tourism radar’. Abhishek agrees:

“Iceland isn’t really a mainstream travel choice. Especially for an Indian. Iceland 
— I didn’t even know from anyone else like my friends or relatives haven’t 
been to Iceland. It was the movies” (Abhishek, Dubai)

Similarly, Deepali says:

“I’m happy that we're able to witness in-person what I saw onscreen and loved, 
and same with the plane site or the waterfalls[…] who knew where Iceland was 
until people saw that song…these are hidden gems…that won't be discovered 
that quickly and easily if it weren't for Bollywood movies.” (Deepali, USA)

Chiming with the previous quotes, Jess says:

“Gerua was the main eye opener for us. That’s how we decided to go and see it, 
and look at different itineraries online and then I wanted to see the location 
at which the film was shot. What places they covered...” (Jess, USA)

However, there were other respondents who did visit Iceland mainly because 
they were inspired by the song, longing to re-create some sequences from 
the video by virtue of being there, but did not overtly associate being there 
with the song, adding to the incidental nature of media tourism that is 
amply discussed in literature above (see Macionis and Sparks, 2009). One 
participant, Rohit, exemplifies this:

“We did a few slo-mo videos in front of that waterfall and black sand beach…
we clicked only 7-8 pictures over there….it’s always nice to flaunt with your 
friends; that ‘okay! I went and visited the place where you know… Gerua 
was shot’. That’s a nice feeling but it wasn’t very inspiring in terms of you 
know uh… okay, Shahrukh did this, so I need to do that! It wasn’t really like 
that!” (Rohit, UK)

Finally, as those stakeholders involved in promoting tourism to Iceland 
pointed out, motivation to travel to this region is made possible by the high 
purchasing power of the Indian middle class, whose numbers are increasing 
in global tourism markets. As one promoter explained:

“With the right conditions, it can be a very important market. Because…India 
is a powerhouse, the middle class is getting stronger…which means that they 
have more opportunities to travel and when you have direct flight… visa and 
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you have someone like Shah Rukh Khan making a music video, it becomes like 
the dynamic trio” (Thorleifur Thor Jonsson, Promote Iceland)

Realizing the promise filmi songs hold, and what different elements contribute 
to the successful generation of tourism numbers, opens several doors for 
discussions on how filmi songs can be leveraged towards development of 
cultural policies. This includes easier travel between India and Iceland, which 
provides more opportunities for film makers to visit, as well as incentives 
such as concessions, rebates and facilitated visas for artists and tourists. 
Furthermore, filmi songs can also be utilized as a potential tool for cultural 
sensitization which is now on the rise in tourism studies (Marques, 2021).

As the findings of this study proposes, the song video Gerua provided 
strong motivation and opened possibilities for many respondents to go outside 
of their regular comfort zone, and venture into an off-beat destination like 
Iceland, ironically popularized by a mass medium like cinema. However, 
once they are on-location, what do they really do? What kind of experiences 
do they have? In the following section, we further understand the various 
fan practices on-site, and their underlying meaning making process.

TOURIST’S FILMI SONG RE-ENACTMENTS:  
DANCE WHEN NO ONE’S WATCHING

One of the interesting issues that recurred in the interviews was how the 
tourists engaged with the locations of the song in various ways — playing 
the song on-site, dressing the part, re-enacting and recreating shots from 
the songs to archive. Films to a great extent have an impact on the tourist’s 
destinations and clues for how tourists should behave on-site (Siripis et al., 
2016). Therefore, as singing-dancing is central to filmi songs, this activity 
also returns as one of the key behaviours of filmi song tourists on-site. A 
common response from many participants — many of whom were incidentally 
couples — was that they at least once tried to recreate parts of the song-
sequence and played the song on-site for a complete embodied experience.

Petur, an experienced Icelandic tour guide and familiar with Indian 
tourists (and whose tour the first author participated in as an observer), 
reflected that filmi songs provide ample opportunities for tourists to engage 
in an immersive experience in specific locations depicted in these films. He 
explained:

“They (Indian tourists) wanted to stop in places that they’d seen in the video… 
especially when we stopped at the Black Beach they had these…frames and 
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they had the music-I don’t know how many times I heard that song during 
the days but quite often” (Petur, Tour guide, Iceland)

He added, 

“they...had all seen the film and...a big part of (the tour was) built around it 
(the song)” pointing to its relevance for Indian film tourists visiting Iceland.

This view is supported by Esha, who observed:

“We would have our Bollywood moments… if we were at a spot where there was 
not enough public, I would tell my husband let’s just act like you know, two 
people in a Bollywood song and just dance away (laughs)” (Esha, Mumbai)

Many of our respondents also talked about feeling shy in openly dancing, re-
enacting the sequences, or expressing fandom in public spaces — especially 
in the presence of onlookers. This kind of hesitation was felt not only while 
performing in front of a non-Indian audience but also overall with many 
participants framing such acts in terms of a guilty pleasure. Such hesitance 
is not widely known in fan behavior’s although Roesch (2009) in one case 
acknowledges that reenactments are done with full potential in the presence 
of least onlookers. This interestingly appears to be a continuation of the 
ingroup social standing that also emerged in the motivations of visitations. 
Often, the participants mentioned that the presence of people was a deterrent 
to their expression of fandom. While in their minds they really wished to 
break free, they felt restricted by the presence of others, often feeling that 
their embodied expression of fandom would embarrass them. Many of the 
respondents wished to re-enact the sequences but waited for a moment when 
least onlookers were around. For example, Esha mentions:

“When we were at the Diamond Beach, I was like, because at that time there 
was no one, I said let’s just do like a small Bollywood dance, and you know we 
actually… just sang it (the song out loud) ‘Rang de tu mohe Gerua’ (laughs)” 
(Esha, Mumbai)

Interestingly, while on one hand there is a common reservation about being 
seen while re-enacting, on the other hand the respondents often resorted to 
social media to share their pictures and videos that they produced on-site, 
sometimes even live. Neha said, 

“We actually… played the song and I was standing on the plane and  
he was shooting the whole thing and he uploaded on Snapchat also I guess”  
(Neha, Mumbai)
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Shivani talks of a similar experence, saying, 

“I became quite mad (crazy) on social media, like okay this is Gerua I’m posting 
everything and people are like, ‘Okay, like this is where Gerua has been shot, 
Oh My God you’re here!’ I became super excited… (Laughs)” (Shivani, Pune)

As was understood by the responses, while there was a level of shyness in 
reenactments on-site, the respondents wanted to record and demonstrate 
their experiences promoting a recognizable filmic experience to the peer 
group who would value them, and this would further enhance their social 
standing in their social circles. This suggests that sharing the re-enactment 
of Gerua in Iceland with a (non-travelling) peer group who are then able to 
post feedback and responses could potentially reaffirm one’s perceived social 
standing. When discussing this in contrast to Roesch's (2009) work on the 
activities of fans and Star Wars, this study demonstrates how those who 
re-enact scenes from Star Wars felt safe and a part of the fan community 
when engaging in a re-creations, not experiencing much of restraint while 
reenacting. What may have contributed to the potential restraint and shyness 
of the filmi song tourists, is the perceptions of a broader public unfamiliar 
with the song Gerua and its related activities. Furthermore, the impression 
that Icelandic landscapes were also primarily known for other reasons, beyond 
the filmi song meant not all tourists were present there with the same intent. 
There is an interesting paradox that the same activity can induce shyness 
or pride depending on the audience at the location of the re-enactment, 
yet this is not communicated to the intended home audience. Nonetheless, 
filmi song tourism and film tourism more broadly demonstrate how tourists 
can engage in unique systems of cultural circulation through the tourist 
who steps into the “real landscapes to re-enact scenes from the hyper-real 
landscapes of the films” (Carl et al.,2007, p.60), (Also see: Macionis and 
Sparks (2009), Buchmann et al. (2010), Kim (2010), and Kim (2012). 

Our interview material firstly indicates how fan-tourists who travel to 
Iceland in search of similar onscreen moments, engage with the locations 
on-site. The data further indicates how the respondents document the re-
enactments, indicating the personal value it holds for them, as a proof of 
‘being there’. Tourists’ image-making, or producing media on-site, contributes 
to the tourist experience (Schneider, 2004, p.158) and provides longevity 
to the experience, so that tourists can relive over and again through their 
recorded memories. Likewise, Elisabet who worked on the production of 
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the filmi song Gerua, who runs her own production facility and facilitates 
requests from the tourists says:

“I think it’s new now that when people get married they want to....have 
everything, like a small crew with them and shoot everything…make their 
own Gerua video. Really”

This quote shows that the trend goes beyond one or two people, but is also 
indicative of the class and affordability of the fanbase that not only visits 
an expensive country like Iceland, but also seeks professional support if 
and when needed. 

Images two, three and four are illustrations of these shot-recreations done 
by the respondents Deepali and Jess, that support these arguments made. 
This chimes with the notion of ‘behavioral insiderness’, that the sights being 
recreated function as backgrounds for the photograph to be taken against 
(Roesch, 2009; 159). The positioning of the celebrities provides a stage for a 
ritualistic recreation of the imaginary as seen in the film shot. This is clearly 
seen in the reference images, where efforts in maintaining the authenticity 
of the original filmi song shots are evident. As Deepali says:

“I did a lot of research, google what all locations the song was picturized in, 
and I wanted to hit each one of them. I'm a Bollywood buff and a dancer too. 
So I made a list of all the places where the shooting was done.” She adds, “I 
watched the song there to shoot specific little bit from Gerua on the Reynisfjara 
Beach…We took a tour and didn't have enough time... I was wearing a black 
top under the jacket. I was carrying a yellow maxi-skirt... I quickly wore that 
skirt and my husband and I did some steps…The pictures came out good. It 
is hard because there are people around and you really don't want to look like 
a clown there.”

In a similar way, Jess — a self-confessed Bollywood fan, who recreated the 
scenes depicted in images 2 and 4 — said:

“when the song came out, I already had an outfit like that. I was still questioning 
if I should take it along with me…When I was leaving out the door, I didn't 
want to have any regrets in life. So, I just grabbed my outfit!” (Jess, USA)

These respondents indicate the intrinsic motivation that drove these shot-
recreations and underscores that the song not only provides an impetus to 
visit the filmi song destinations, but also that they are highly motivated to 
re-create shots and sequences, the planning for which begins right from 
home, thus going beyond impromptu recreations on-site (Roesch, 2009).
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Image 1:  
Shot recreation 

Photo copyright: 
Deepali Phanse- 

Bhagwat

Image 2:  
Shot recreation 

Photo copyright: 
Jess Hundal

Image 3:  
Screenshot 
Gerua song. 

Dilwale (2015) 

Red Chillies 
Entertrainment
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However, re-enactments and recreations are critically evaluated by Elisabet, 
the owner of a production company, that supported the shooting of the 
original song. She says:

“We have actually had big problems in the glacial lagoon. Because, in the song 
they were…standing on ice…It was something that we made, like a fake ice. 
Because it’s too dangerous to stand on…ice. And we have a lot of tourists going...
into the lagoon and stand on this and take a…photo. it’s really dangerous. But 
people think, because they saw this in the song…it’s okay”

As this quote shows, these planned efforts indicate a high level of emotional 
engagement. But are tourists engaging with the locations, with the filmi 
songs, or with both? Would the filmi song tourists visit the same location had 
it not been featured in a filmi song? How does filmi music add an ascribed 
value to these destinations, which otherwise hold no special meaning for 
them? We explore this in the following section.

FILMI SONGS’ ROLE IN RECONFIGURING  
DESTINATION NARRATIVES

Often, places get ascribed meanings due to their association with popular 
media products. TV series, films or games can turn seemingly insignificant 
places into a revered must-see destination. A fan’s reading of places can 
transform otherwise unremarkable places into sites of wonder and worship 
(Brooker, 2007, p.434). Similarly, many tourists interviewed for this study 
said that they visited a particular spot in Iceland, not exactly knowing 
its historical or cultural background, but simply because it was a part of 
popular culture, indicating how powerful popular culture is in the lives of 
the respondents. For example, most respondents indicated visiting the plane 
wreck on a black sand beach due to its presence in the song video Gerua. 
Located on the Sólheimasandur plain in the South Coast of Iceland, the 
remains of the crash landing of the plane visually symbolizes a dark spot, 
also for the locals. However, the song Gerua depicts a romantic imaginary 
against the wreck — re-narrativizing the values of the location in the minds 
of the filmi song tourists. At the outset, it is a perturbing image of a plane 
crash which is ironically situated and normalized in the landscaped beauty. 
However, many Bollywood fans recognize the destination as a meaningful 
place, symbolic of a romantic destination, that is ascribed due to its presence 
in the song video Gerua.
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Neha said:

“There was one place we were driving… we saw a lot of cars…So we just 
stopped, randomly…it was about an eight kilometer walk… We kept walking, 
we knew there was a broken plane over there and...at least for two hours we 
kept walking. And then at the end we saw that plane, and then we recalled 
the scene from the movie” (Neha, Mumbai)

As Neha’s quote indicates, there was no historical context of the plane that 
drove them to visit. Another respondent says:

“When I first saw the song Gerua I saw that you know even Shah Rukh and 
Kajol are romancing over the plane and I was like, wow, like there’s a plane 
right on the beach!” (Esha, Mumbai)

Visiting locations without clearly knowing about the location is driven by 
the force of fandom, where the tourists’ aim to experience what they saw on 
screen, and step into the shoes of their beloved characters, often recreating 
the shots and sequences, indicating their high emotional investment in the 
media product. Celebrity involvement directly impacts visitors’ perception of 
a destination, suggesting that celebrities can shape fans perceptions of the 
destination (Yen & Croy, 2016). Furthermore, Bolderman (2018) suggests 
that the tourists who have had a prolonged emotional investment with music 
impacts the experience of place. The relatively new filmi song Gerua (2015) 
relies on tropes of romance and features the lead couple that has a history of 
successful romantic numbers, leading to a similar emotional involvement of 
respondents which possibly enhances their place experience, changing their 

“sense of place” (Månsson, 2011), despite not knowing what the place exactly 
meant outside that of their popular culture vocabulary. Filmi songs like 
Gerua with their romantic storylines and appealing visuals and sound, not 
only encourage such emotional investment but also allow tourists to associate 
places with those emotions, thus encouraging them to feel those onscreen 
emotions in real life on-site. This is especially true in case of filmi songs, as 
they hold much of the context that is built from the storyline preceding the 
song. This continuum of emotional engagement may extend from the film 
into the song, and also may extend to feelings about the location. In this 
vein, Shruti, a local Indian resident of Reykjavik lends important insights: 

“In the movie, in Iceland there’s this famous wreckage of this airplane. For 
whatever reason it’s popular, people have been advised not to climb it. There 
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has been a warning sent, like it’s on private land, you’re not allowed to do it 
but of course everybody does it…But they posted a link, to the song, from the 
Bollywood movie, now I think that song has become a part of what people 
here think of what others think of Iceland. And how its dictating other tourists 
behave, in Iceland”

Shruti’s quote provides a local’s perspective on how film narratives can 
dictate tourism behaviour, but also how film alters the national imagination 
of the visitors towards the country (Buchmann & Frost, 2011). Not many 
respondents would walk for over two hours one-way in search of the dc 
plane wreck had it not been featured in the song video. Interestingly, many 
tourists interviewed pre-planned the long walk to the plane-wreck, making 
it a part of their Iceland itinerary. They also further engaged with this object 
of their fandom by climbing on the plane, photographing shot-recreations 
almost akin to the ones seen in the song video (See image 4). In thinking 
about these re-enactments, the work of Macionis (2004) becomes important 
in comparing how the combination of place, performance, and personality 
together motivate the desired experience of film tourism on site.

Neha’s quote indicates the difficulty in reaching the plane-wreck, involving 
long windy walks. These long walks that the tourists undertake seeking a 
feeling of ‘being there’ can be considered akin to pilgrimages (Beeton, 2005). 
Popular media influences the tourists’ travel destinations, but even within
the chosen destination, film discourses have the potential to encourage 
tourists to visit specific locations and inspire them to seek immersive 
experiences, while going through the process of selfidentification with 
the central characters. For participants like Neha, there involves a level of 
emotional investment in order to achieve such a meaningful and embodied 
tourist experience (Buchmann et al., 2010; Roesch, 2009; Croy. Et. al, 2021). 
In the example of these long walks, such experiences create a deep filmic 
and emotional connection (Croy & Heitmann, 2011). On a related note, 
Deepali said,

“I chose the tour that goes there (plane wreck), and again it was little bit difficult…
we must be reserving the place to do all those shots and shooting… we have 10 
minutes there to see the plane and take a few pictures. I still kind of managed 
to go on top of the plane. Like Shahrukh (the actor) did— I took pictures of my 
husband. Basically, I’m happy to just go there!” (Deepali, USA)
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Image 4:  
Shot recreation 

Photo copyright: 
Jess Hundal

Image 5:  
Screenshot 
Gerua song. 

Dilwale (2015) 

Red Chillies 
Entertrainment

Similarly, Priyanka shares her desire to wear a saree, the outfit romanticized 
by the song and replay the act:

“…When I was walking towards the....the plane wreck, I was of course playing 
the song Gerua and I really wished that I could have also gotten into a saree 
and done that but the weather wasn’t really permissible so I had to turn back” 
(Priyanka, Mumbai)

Jess added, 

“We waited quite a lot to get the shot. We thought that we've walked 2 hours 
and we should get the shot that we absolutely want. That was our requirement” 
(Jess, USA)

The above quotes indicate the different ranges of engagement that fan-
tourists indulge in — it may mean playing a song while making the long 
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walk, planning and dressing up like the onscreen characters to fully immerse 
in the song-narrative and re-create shots. While these indicate different 
activities, the underlying notion of place engagement and fandom prevails 
amongst all these different activities. Many respondents mentioned that 
they wouldn’t have considered going to the destination had it not been for 
its presence in the filmi song, indicating a possible indelible place association 
for the film tourists with popular culture. That said, such multi-layered 
and emotional engagement with the filmi song and the location can also 
lead to a revision of the destination narrative — reshaping the ‘imaginative 
heritage’ of Iceland (Reijnders, 2016). As Tzanelli (2021) also discusses, 
media narratives have the potential to mobilize ideals of place, and lead to 
reconfiguration of the location story, especially for “places” that are born 
from the media themselves. In case of Iceland too, filmi song tourists are 
central in enabling the creation of this image, by producing media on-site 
and circulating them within their peer groups, further feeding into the 
romantic imagery of Iceland.

CONCLUSIONS

This study has looked at how Bollywood fans motivate, experience and 
value visiting locations related to their beloved filmi songs. In particular, 
we examined the case of growing Indian tourism to Iceland in relation to 
the filmi song Gerua. The research was based on 18 in-depth interviews 
with both Indian tourists who had recently visited Iceland as well as local 
tourism stakeholders. 

Results show that the imagination of our respondents is very much 
inspired by the evocative qualities of filmi music videos, primarily because 
the filmi song creates a certain curiosity about the featured destinations 

— inviting them to further actively search for those (often not specified) 
locations online. Most of these destinations function merely as spectacular 
backdrops and aren’t acknowledged in the story-narrative (cf. Marco 
and Scaglioni, 2014). In many filmi songs, including Gerua, the songs are 
performed against unspecified backdrops. Unintentionally, this ‘placelessness’ 
of filmi songs (Matheson, 2005) may paradoxically stir intrinsic motivation 
to travel to the featured locations, encouraging the audiences to actively 
search for the specific locations online, thus possibly enhancing the ‘reward’ 
that comes with finding and actually visiting the destinations. Additionally, 
the presence and persuasiveness of their favourite celebrities may enhance 
the motivation for the respondents to visit an off-beat landscape (Yen & 
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Croy, 2016). The motivation to visit also is driven by the ‘off-beat’ nature 
of Iceland, that is not within the reach of a majority of the people in terms 
of affordability. Affording these unique experiences, intertwined with the 
appeal of the Bollywood narratives, puts the filmi song tourists in a special 
position within their peer groups, creating social distinction by accumulation 
of symbolic and cultural capital (Jansson, 2018).

The respondents have an embodied, multi-sensory experience and 
have travelled mostly to experience the locations live and relive onscreen 
moments. By engaging in shot-recreations from the filmi song Gerua, many 
respondents entered a mental realm and stepped into the shoes of their 
favorite celebrities by posing against replica frames sometimes in similar 
attire to the protagonists in the song, and mostly in the absence of onlookers, 
producing media on-site to share, archive and enjoy later (Schneider, 2004). 
This indicates planned efforts in recreating a song as close to the screen 
version as possible — yet appropriating with what is available on hand — 
the planning for which begins at home. These findings are confirmed by 
Larsen (2015) who calls fan-tourism as a form of performance, a form of 
participatory fan culture in which fans can appropriate the text and, when 
necessary, to enact their own counter-narratives (2015, p.40). While re-
enactments indicate the elaborate story-worlds respondents build in their 
minds, a need for responsible re-enactments is urged by the local stakeholders 
to avoid any possible fatalities.

Featuring in a filmi song adds layers of imaginative heritage over the 
locations (Reijnders, 2011; Gyimóthy, 2018) or sometimes creating an entirely 
new touristic place (cf. Månsson, 2015, p.55). In some cases, these new 
narratives overwrite local histories. As this chapter demonstrates, Gerua 
reconfigured the meanings of the destination, transforming it from the ‘dark 
spot’ of a planecrash to a romantic destination that respondents like visiting 
and romancing against. Moreover, we also find that filmi songs like Gerua 
have the potential to mobilize their fans, encouraging them to travel across 
the globe in search of specific spots from the four-minute romantic song, 
and how their performances on-site — circulated through social media — 
have become a part of the image of Iceland. That said, even in the case of 
tourism arising from Gerua, the incidental nature of media tourism surfaces 
time and again. In these ways, respondents motivate, experience and value 
visiting filmi song locations.

In conclusion, this research has shown that filmi songs have a high 
“reenactment potential”, enabling engagement with the story-world in a 
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lyrical, musical, cinematographic, and spatial way at the same time. We 
conclude that filmi song videos provide a condensed snippet of the film — a
prescribed frame of reference — that invites deeper levels of engagement 
from respondents by singing, dancing, dressing, reenacting, engaging with 
the location and documenting these activities through photos and videos. 
What makes it different from other kinds of media or music tourism, is 
that filmi songs are in the end still an integral part of a film, encouraging 
associations of place with not only the song but in the end, also the film. In 
addition, this chapter has shown how the layered nature of the filmi song 
tourists’ experience, and their sense of place, has the potential to feed into 
a reconfiguration of destination narratives by romanticizing or rewriting 
the imaginative heritage of Iceland, this based on genre of popular culture 
which is still largely unknown by the people of Iceland themselves. The 
distinguishing finding of this research has been the insight into the in-group 
novelty of filmi song tourism. This is to say that, the novelty of the (often 
overseas) locations has added to its allure as a potential tourist destination 
giving the filmi song tourists an off-beat destination distinguishing them 
among their peer groups. We understand that the filmi song destination 
located overseas, perhaps somewhere the peer group hasn’t been too, adds 
social capital and a sense of distinction for the tourists as discussed above. 
That said, the role of filmi song is still central in the experiences of the 
tourists on site, and the value that being there generates for the place. A 
destination is therefore created through the tourist’s re-creation, capturing 
of frames on-site, having embodied experiences and sharing with the peer 
group back home (via social media).

Local stakeholders largely credit the filmi song, Gerua for impacting 
recent Indian footfall to Iceland and find filmi songs a promising avenue to 
further develop cultural policies. That said, this research does not attempt to 
make generalizable claims. Instead, it intends to initiate a more systematic 
study intersecting global media-Bollywood, cultural industries and fan-
practices arising thereof, contributing to the field of media tourism in a 
wider transnational context. We suggest further research into the role of 
the filmi song format in relation to tourism, looking not only at the tourist 
experience but also at the interaction between tourists and locals in a variety 
of locations, analyzing how Bollywood tourism can be leveraged into 
strengthening cultural policies and the bilateral relations that Bollywood 
tourism potentially fosters.
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In recent years, Bollywood has expanded into a global, trans-textual 
phenomenon, consumed by a large audience-base worldwide. Existing 
research has shown how Bollywood offers Indians — both home and abroad 

— a cinematic image of their homeland, fostering a sense of belonging. This 
chapter focuses on the popularity of Bollywood’s transmedia culture in an 
international setting. More, in particular, it offers an empirical exploration 
of the tourist experience of Bollywood Parks Dubai — the first and largest 
theme park dedicated to Bollywood. Based on a series of in-depth interviews 
with 18 participants and accompanied by participant observations, this 
chapter shows how Indian tourists use this leisure zone far away from the 
Indian subcontinent as a platform to connect and celebrate larger notions 
of Indianness. In experiencing nation-pride in a playful manner beyond 
the national borders, ideas of contemporary Indianness are redefined in a 
cosmopolitan context. The chapter concludes by critically examining these 
popular celebrations of nationalism.

A version of this chapter has been published in the journal Current Issues in Tourism.
https://doi.org/10.1080/13683500.2021.1968804

****
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INTRODUCTION

Walking down the ‘Bollywood Boulevard’ — one of the five themed zones at 
the Bollywood Parks Dubai 8, I found myself surrounded by the mixes of the 
latest popular Hindi songs. Flanked by abundant iconography of India and 
streams of Indian tourists hopping between various attractions and stalls of
popular street food, I imagined myself not too far away from the hustle 
and bustle of my own home — Mumbai. A café named after a popular 
film, the entrance decorated with Mumbai’s iconic transportation — the 
double decker red bus — and tourists chatting visibly in great comfort, 
marked an interesting first few minutes at Bollywood Parks Dubai. While 
I was at first overwhelmed and surprised seeing the level of detail put into 
creating a sense of India outside India, it also raised several questions. In 
the first place, why would people be interested in visiting this fantasy world 
which is derived from an already fictional storyworld? And how do these 
visitors 9 connect their experience of this park, thousands of miles away from 
the Indian subcontinent, with their image of the ‘real’ India? Bollywood 
Parks Dubai was set up in 2016 as a part of the Dubai Parks and Resorts 10, 
including other global franchises like Legoland, Legoland waterpark, 
Riverland Dubai and Motiongate Dubai. These five theme parks together 
constitute the Dubai Parks and Resorts complex, extending to 25 million 
square-feet. Reported as the only theme park in the world dedicated to the 
Hindi Film industry, Bollywood Parks Dubai hosts five different themed 
spaces within its property, namely the Bollywood Boulevard, the Mumbai 
Chowk (Mumbai Square), the Rustic Ravine, the Royal Plaza and the 
Bollywood Film Studios 11. These five themes together offer up to sixteen 
4D rides, live song-dance performances and hands-on experiences (eg. using 
a greenscreen to create your own Bollywood movie trailer) and designated 
zones where visitors can engage with various props, attempting to create a 
rich storyworld of Bollywood films 12, giving the visitors an experience of 
being on a Bollywood film-set. 

8 Henceforth, Bollywood Parks Dubai
9 The term ‘Visitors’ in this chapter implies Indian visitors who are residents of India and visited 
Bollywood Parks Dubai on holiday. This therefore excludes locals and expatriate Indians.
10 https://www.dubaiparksandresorts.com/en/about-us
11 https://www.bollywoodparksdubai.com/en
12 https://www.bollywoodparksdubai.com /en/attractions
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Landscaped by luxury residences, shopping complexes, luxurious hotels, 
imaginative man-made islands, and creative theme parks, Dubai is one of 
the most commercial and tourism-oriented destinations globally; akin to 
a postmodern ‘Fantasy City’ (Hannigan, 1998). Bollywood Parks Dubai, 
‘another first for Dubai’ (Brunt, 2018) innovates and contextualizes a theme 
park space to popular Hindi cinema, reinforcing ‘cinephilia for Mumbai’s 
film industry amongst residents and tourists alike’ (Hudson, 2017; p.172). 
However, this raises several questions. Particularly, why are Indian visitors 
on their trips abroad interested in visiting a theme park dedicated to popular 
Hindi cinema? How do they experience the Bollywood sub-culture at the 
park, and how do they connect it to the larger notions of Indianness?

Discussions on localization or cultural globalization are prevalent in 
theme park studies (Choi, 2011; Fung & Lee, 2009; Beeton & Seaton, 2019 
etc.) However, they tend to focus on how American media entities play 
out in different cultural contexts, e.g. how global media conglomerates 
like Disneyland operate in Asia, and how such glocalization is manifested 
on-site. The bulk of research even to-date concerns itself with American 
theme parks (See Gottdeiner, 2001; Waysdorf and Reijnders, 2016; Freitag, 
2017; Mittermeier, 2021). Little attention is paid to theme parks based on 
non-Western media cultures (but see: Ren, 2007; Kim, 2011; Duan et.al, 
2019). Erb and Org acknowledge that ‘concepts surrounding the theme park 
industry and the meaning of theming and theme parks might similarly be 
argued to originate from the perceived Euro-American origin of theme 
parks’ (2017, p.145). Accordingly, Williams (2020) underlines the need for 
more non-Western perspectives in theme park studies to further diversify 
the field of research.

The case of Bollywood Parks Dubai is interesting mainly because it 
offers a case study that entails South-to-South mobilities of people and 
cultural industries (Indian-Bollywood identity propagated in Dubai) and 
thus helps to decentre these Western-centric discussions. At the same time, 
it shows how a non-Western cinema culture, popular around the world, is 
represented through the medium of a theme park abroad. In this chapter, 
we are particularly interested in how these representations of Indianness are 
experienced and appropriated by visitors, and how these cultural practices 
can be contextualized in broader cultural debates.

While it is important to assess theme parks textually and understand their 
function as a creative space, Waysdorf and Reijnders (2016) and Williams 
(2020) advocate theme park visitors as people with agency, and active in their 
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effort of seeking a meaningful experience when they visit a theme park. As 
such, more research is needed on the visitors’ experience to further understand 
the dynamic between the producers and visitors of a themed space (Williams, 
2020). To that effect, this chapter aims to investigate how do Indian visitors 
experience and appropriate the popular representations of Bollywood and related 
notions of Indianness at Bollywood Parks Dubai. The choice for studying 
Indian tourists was further strengthened by the context-rich interviews 
with the management of Bollywood Parks Dubai that confirmed that the 
highest visitations arrive from India. This question, therefore, allows us to 
investigate the relationship between the visitors and the theme park as a 
site for transmedia storytelling in the South Asian context.

THEORETICAL FRAMEWORK

Clavè defines a theme park as ‘a place of fiction that bases its existence on 
the materialization of a fantastic narration through shapes, volumes and 
performances’ (2007, p.178), meaning a fictional environment that draws on 
already fictional narratives, as also understood by the notion of simulacra 
(Baudrillard, 1983). In this case, props, popular Hindi music, themed cafes, 
rides and merchandise are geared towards delivering experiences and 
establishing the brand ‘Bollywood’ often highlighted by the globality of 
popular Hindi cinema.

Earlier theme park studies often framed them as the ultimate in-authentic 
cultural performance where culture is often commodified, advertized and 
sold. Waysdorf and Reijnders assess how existing literature frame theme 
parks as the ‘loWest-common-denominator entertainment that do not fully 
represent what they are trying to recreate in order to have a mass appeal’ 
(2018, p.175).

Essentially, theme parks are creatively designed spaces that are meant 
to create visitor engagement through sights, rides, live entertainment and 
thematic sounds, also including stores and theme-specific foods (Geissler 
& Rucks, 2011, pp.127, 128). Together, this allows fan-tourists to revel in 
their fandom without feeling out of place, judged or over-the-top; in fact, 
encouraging maximum involvement with their favourite ‘narratives, fantasies, 
mythologies and cultural icons’ (Waysdorf & Reijnders, 2018, p.175) often 
also facilitating an embodied experience. These ‘Tastes, smells, sounds, and 
physical movements that are part of the narrative world are experienced 
through the park’ (Waysdorf & Reijnders, 2018, p.180) that go beyond the 
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mere audiovisual realm into the sensorial embodied experiential realm. Fan-
tourists are often regarded as ‘naïve, controlled and duped into excessive 
consumption’ (Williams, 2020, p.11). However, we follow Waysdorf and 
Reijnders (2018) and Williams (2020) in considering theme park attendees 
as serious and interested visitors with agency, and theme parks as legitimate 
media (Baker, 2018) of valuable entertainment capable of eliciting emotional, 
affective responses.

Theme Parks are hybrid media that rely on the co-operation between 
various media industries (Carla & Frietag, 2015, p.151). As media content is 
increasingly inducted into tourist experiences, fantourists are eager to make 
meaningful physical encounters with their favourite fictional narratives 
(Garner, 2019). Therefore, theme park spaces should not be studied in 
isolation but in connection with the media industries that lend theme 
parks their structure and form. This transmediality that entails the use of 
multiple media technologies and textual forms to compose an experience 
concerning a single fictional world (Evans, 2011, p.1); is at the heart of 
Bollywood Parks Dubai. However, newer developments in unpacking the 
transmedia nature of theme parks, consider the embodied and spatialized 
aspects of transmedia storytelling that is elusive in previous definitions 
(Williams, 2020). Consequently, Garner (2019) places theme park spaces 
at the intersection of transmediality, tourism and experience economy. He 
says a theme park intersperses the real and imaginary, and creates a liminal 
leisure space utilizing various textual forms such as well-known stereotypes 
and themes from popular culture in general.

Such leisure spaces act as microcosms that thrive on a sense of communitas 
(Turner, 2012) that is felt when visitors develop affinitive relations by sharing 
common experiences that give them pleasure. Such pleasure arises out of 
the common love for the narratives from popular culture, in the case of 
visitors to Bollywood Parks Dubai. Developing that thought further, Turner 
(2012) says that the feeling of communitas follows liminality — in which 
people perceive others in the same space as their own kind and for being 
there with the same emotion as them. In a theme park set-up, especially in 
leisure research — this is understood by the concept of Liminoid (Turner, 
1992), which occurs in playful spaces-where participants detach themselves 
from any structure or institution (Lugosi, 2007). Especially, experiencing a 
sense of existential communitas in the presence of an ambiance that allows 
visitors to dance, sing, eat — all surrounding the theme of the park is also 
an interesting facet of liminoid spaces (Lugosi, 2007, p.167).
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Consequently, such leisure spaces too often communicate popular notions 
of nationhood, based on how nations are represented and appropriated in 
playful set-ups (Edensor, 2002). Sangiorgi (2014) asserts that ‘[t]heme parks 
provide us today with one of the most important metaphors of the globalized 
world; thus, the idea of nationhood they convey needs to be examined’ (p.156) 
and stresses for the need to view national identities through the ‘leisure face’ 
amongst other perspectives. Such popular representations of nations especially 
in a transnational set-up could be denoted as popular nationalism or pop 
nationalism as Joo (2011) puts it. Theming enables the use of narratives of a 
nation into a material space; an economically led process that is an outcome 
of neoliberal globalization and such materiality concretizes the abstract idea 
of a nation (Ren, 2007). While Bollywood Parks Dubai is located not too 
far away, in the United Arab Emirates (uae), and has a longstanding history 
of association with India and Indian diaspora, it still is outside of India’s 
national boundaries. Therefore, it becomes further interesting to locate what 
notions of Indianness are represented abroad and more importantly, how 
do the visitors experience and appropriate this Indianness — on holiday.

In the case of Bollywood Parks Dubai — and Bollywood culture in 
general — the notion of nationhood is ubiquitous. Bollywood song-and-
dance has attained global recognition as a cultural icon and as a marker of 
contemporary Indianness (Marwah, 2017). Furthermore, its allied creative 
and cultural industries are regarded as a ‘soft power’ for India that is visible 
in its expanding global footprint (Thussu, 2013) and its resonance with 
Indianness. Ultimately, such ‘pop-nationalism’ is also articulated particularly 
due to the existence of popular culture in a transnational context (Joo, 2011). 
This transnational nature of Bollywood cinema provides Indians with an 
identifiable and workable tool for their cultural identities, nuancing such 
contemporary definitions of Indianness. Pop nationalism, in that sense, 
reinforces the importance of the nation-state and nationalism that exists 
in continual flux due to the dynamic process of globalization (Joo, 2011, 
p.502). In a mediatized transnational context, where mobilities of people and 
cultural goods is rampant, the notions of a nation disseminated through such 
mediations, its reception and their various appropriations become worthy 
of further exploration. In this chapter, we therefore discuss this notion of 
contemporary Indianness in unpacking its various appropriations by its 
visitors through their experiences at Bollywood Parks Dubai.
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METHODS

To investigate the tourists’ experience of Bollywood Parks Dubai, it was 
required to dive deep into their motivations, and the personal connection 
these visitors might seek with their favourite Bollywood narratives. Therefore, 
a qualitative-inductive-interpretivist approach was utilized to achieve such 
rich and layered data. An interpretivist approach allows the researcher to be 
active in the process of meaning-making, whereby, together the participants 
and the researcher produce new knowledge. This approach has benefitted 
this study due to its exploratory nature, which demands construction of new 
insights, as there is little to no research on the topic. Combining ethnographic 
interviewing and participant observations, the first author collected data at 
Bollywood Parks Dubai on a field visit in December 2019 following which 
telephonic interviewing was done to gather the remaining interviews.

The researcher spent 5–6 hours each day for seven days at the park to 
gain maximum familiarity with the different zones, and how the visitors 
experienced them. The rides were experienced often multiple times to 
understand what aspects of popular culture they drew on, and grasp the 
immediate responses of the visitors. This not only helped recruit participants 
but also to understand the collective narrative of the theme park and how 
it is received by the visitors. Extensive field-notes were taken during the 
time at the park. On-site the researcher encountered maximum visitors 
from India, which influenced the choice of sample.

Ethnographic interviews with five participants were conducted on-site, 
when the visitors were exploring or in between two attractions or eating. 
Additionally, eleven in-depth interviews were conducted telephonically 
with participants either recruited on-site, via platforms — TripAdvisor and 
Instagram, or snowballed through personal/social networks. Additionally, 
few informal talks with tourists on-site were conducted for more context. A 
private message was sent to purposively selected participants, who had posted 
photographs or reviews of their time at Bollywood Parks Dubai on social 
media and in-depth interviews were conducted with those who responded 
to the interview request. This enabled covering a larger geographical scope, 
yet they resulted in similar quality data when compared to face-to-face 
interviews (Barrett, 2019). Ultimately, this exercise led to 20 conversations, 
of which 16 in-depth interviews with visitors were utilized for this research.

The participants were asked which language they preferred the interview 
to be conducted in. Finally, interviews were conducted primarily in English, 
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as it is not only widely spoken in India, but also was in line with the thinking 
language of the researcher. However, on some occasions, the researcher 
had to switch to Hindi language to facilitate organic responses from some 
participants who were more lucid in their expression in Hindi — this also 
makes sense as the theme park is based on popular Hindi cinema. The lead 
researcher — of Indian origin — with a deep interest in popular Hindi 
cinema was able to establish a connection with the participants on the 
common grounds of interest in Bollywood cinema and ease them into the 
conversation. As such, the lead researcher’s positionality as an Indian, multi-
lingual, female researcher enabled a certain friendliness that encouraged 
participation from interviewees.

All the 16 visitors were questioned on a variety of themes — questions 
for the visitors ranged from their motivations for visiting Bollywood Parks 
Dubai, their pre-travel expectations from the park, their on-site experiences 
and how they evaluated them, and finally their experience of Indianness. 
Additionally, two persons from the management of Bollywood Parks Dubai 
were also interviewed for gaining insight into the context and workings of 
the park. Therefore, a total of eighteen interviews informed this research.

The semi-structured nature of the interviews allowed for the interviewer 
to be reflexive and build on the responses of the interviewees to devise 
follow-up questions. Commonly, in-depth interviews last between 30 
minutes to several hours (Dicicco-Bloom & Crabtree, 2006). However, it 
is worth considering other aspects like being on-site, where the participant 
is able to provide depth by pointing to experiences or objects in real-time, 
not relying completely on the memory of experience. This embeddedness, 
we argue, adds to the depth in the responses of the participants despite 
the shorter duration of the interview. Secondly, while some participants 
may have a moderate speed of talking, others may open up rather quickly 
and share deeply in a short span. Therefore, the semistructured in-depth 
interviews lasted between approx. 25 and 53 minutes, without compromising 
the depth of the responses.

Theme parks are recognized as public spaces, even though they are 
privately owned (Mitrasinovic, 2006). However, permissions were sought 
before beginning this research for transparency and access. Furthermore, 
in terms of ethics, the participants were amply informed about the research, 
and the intended use of their input. They could choose anonymity and both 
written and verbal consent were taken prior to the interview.
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The interviews were recorded and transcribed verbatim. These transcripts were 
then compared thoroughly using Atlas.ti and were analysed using Thematic 
Analysis (Braun & Clarke, 2006). Firstly, all the interview transcripts were 
read and re-read multiple times to align with the recurring patterns in the 
data. After that, the process of open coding was undertaken, wherein the 
data was freely coded assigning a conceptual code to the segments until 
no new conceptual codes emerged. Once this saturation was attained, 
the codes were grouped into similar categories until three overarching 
themes were identified. This process was made manageable using Atlas.ti, a 
computerassisted qualitative data analysis software that adds efficiency and 
makes the process systematic and transparent (Rambaree, 2013). Additionally, 
being an exploratory case, we also explore the motivations of Indian tourists 
to visit Bollywood Parks Dubai. Therefore, in what follows, we discuss the 
four themes: 

1. Motivations of visiting Bollywood Parks Dubai, 

2. Experiencing Home and Belonging at Bollywood Parks Dubai,

3. Reconnecting with various notions of Indianness at Bollywood Parks
Dubai and finally 

4. Experiencing National Pride at Bollywood Parks Dubai. 

Together, these themes are geared towards understanding the tourist 
experience of Indian visitors at Bollywood Parks Dubai. Most quotes are 
presented verbatim unless treated for readability.

ANALYSIS

WELCOME TO BOLLYWOOD PARKS DUBAI!

Nestled in a remote area of Dubai, BollyParks is found far from its original 
context — Mumbai. However, interestingly, its visitors are drawn to visit 
the park on their travels abroad almost wanting to hold on to the feeling 
of ‘Home’ in a different country; the fact that the theme park is located 
abroad perhaps makes visiting it further meaningful. The visit for many of 
the participants is a powerful experience, one that involves a strong sense of 
fandom towards their beloved popular culture narratives (Williams, 2020) 

— an experience they may not necessarily find on home ground:
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I am a big Bollywood fan … there are Hollywood studios, Disneyland that 
which is inspired by Hollywood. But we don’t have anything of such grandeur 
in south east Asia or Asia particularly … that took my interest and I was keen 
to definitely go there and explore. Especially when you are a big Bollywood 
fan. (Jay, Mumbai)

Image 6:  
Entrance  
of Bollywood 
Parks Dubai 
reminiscent  
of the Gateway  
of India, Mumbai

As Jay mentions, there are plenty of theme parks that celebrate Western 
popular culture, however, ones that represent cinema industry like Bollywood 

— originating from South Asia — are found to be rare, and that provides 
him an impetus to visit Bollywood Parks Dubai. He adds:

I was definitely excited and wanted to include this in my itinerary and 
everything rest could be managed here and there. But out of the options I 
definitely choose Bollywood theme park. Because I love Indian movies. (Jay, 
Mumbai)

The clarity in his choice for visiting a Bollywood theme park over any other 
attraction, also points to the indelible association between entertainment and 
Bollywood cinema for Indian visitors. While being abroad could perhaps 
lead to newer experiences, or discoveries in the entertainment landscape, 
the comfort of narratives from home presented abroad seem amazing yet 
appealing to these globalized Indian visitors:

I was very shocked when I knew about this. I didn’t know that Bollywood is 
such a big industry that even Dubai is a fan of it. When I got to know that 
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Dubai has created a mini-version of this Bollywood industry, I was really 
shocked, and amazed that Dubai people also see Bollywood films, that they 
actually have a Bollywood park over there. (Priti, Pune)

Often while living in India, these participants do not fully recognize 
the globality of the industry and its far-reaching influence. Yet visiting 
Bollywood Parks Dubai opened the eyes of participants like Priti, making 
them recognize Bollywood’s global footprint.

The craze, fandom and intrigue for finding their favourite popular culture 
industry, especially in a cross-cultural context, was an underlying factor for 
choosing to visit Bollywood Parks Dubai despite being in a different country. 
Upon entering the park, the participants experienced a range of emotions, 
including the feeling of being at home, inclusivity and pride — these will 
be elaborated in the forthcoming sections.

EXPERIENCING HOME AND BELONGING  
ON HOLIDAY AT BOLLYWOOD PARKS DUBAI

While a large part of the Indian travellers are increasingly travelling abroad 
due to the growing purchasing power of the Indian middle-class (Smith, 
2019), this research shows the need of Indian travellers to find and connect 
with signs of Indianness abroad, and how the participants cherished these 
feelings of home and belonging. It is understood that the feeling of home 
is deeply cherished by the participants, even more when travelling outside 
of India. Bollywood Parks Dubai seems to provide such an ‘anchor’ for the 
participants: the ability to feel at home while being physically away. As 
Pooja notes, the feeling of experiencing home in a foreign country is rather 
satisfying:

Bollywood is in the blood of every Indian … We can’t resist Bollywood anywhere. 
It brings us back home staying in Dubai … We were feeling left out after coming 
to Dubai. After 4 days we’re seeing our people; it’s a good experience altogether.

Pooja’s quote indicates two issues: 

1. the exhilarating feeling she experiences when she confronts feelings of
home in a completely different country, and how Bollywood Parks Dubai
provided a space where she did not feel ‘left out’ and 

2. the myth of a unified India around Bollywood cinema.
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However, her quote also begs the question how this feeling of home is 
constituted in the context of a fictional simulated place (identity). How does 
one connect a theme park with authentic notions of home? Divyam says:

I think that authenticity was quite maintained. Whenever I would talk to 
anyone, everyone used to speak in Hindi. And all the staff made it look like 
they’re Indians only, it gave a homely feeling. I can say that the Indian feeling 
was present over there. (Divyam, Mumbai)

Interestingly, language provides an important tool for many to feel at home, 
by enabling connection. Lukas (2007) argues language among other factors 
provide the visitors to a themed space a feeling of authenticity and originality. 
It takes away one of the barriers, enabling attunement to the feeling of Home. 
For many first-time travellers abroad like Priti, being surrounded by Hindi, 
makes it a lessdaunting experience enhancing the feeling of authentic and 
original Home. She says: 

I thought that Dubai would be a place where we would be required to speak 
English. It was my first trip, and I thought on an international trip, they 
wouldn't even understand our language. I was amazed that Bollywood park 
was there. When I went inside, everyone was speaking in Hindi … it was not 
like everyone was speaking in English when I am abroad. I felt more homely 
over there. (Priti, Pune)

Just like language, food not only enables connection of people with places, 
invoking place-attachment and nostalgia but also promotes an experience 
beyond the visual realm — an embodied experience. For example, finding 
streetfood stalls at Bollywood Parks Dubai, imaginatively transport the 
visitors to the Bollywood hub — Mumbai — enhancing the authenticity 
of experience, and adding a tangible dimension, to the otherwise fictitious 
landscape. Food is an important paratextual element, and is one of the 
prime aspects of theming also for the participants. Recalling how food at 
Bollywood Parks Dubai reminded her of India, Priti adds:

In Bollywood Parks Dubai, I got tea which actually reminded me of the Tapris 
(streetside stalls) we have in India; those small shops where we get Chai. it 
was really nice..[…] when I went to Bollyparks … I bought a wadapav, bhel, 
panipuri etc.. When you are abroad for more than 5– 6 days … you start getting 
this feeling that you want homely vibes … (Priti, Pune)
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These paratextual elements, namely language or taste of the familiar food 
are reminiscent of India, and collectively invoke the participants’ association 
with home. The feeling of ‘being there’ is further enhanced by the sense 
of community the park offered the participants, intensifying the feeling of 
being at ‘Home’ further. This adheres to the notion of ‘imagined community’ 
(Anderson, 1991) that underlines the notion of nationalism where people 
form social bonds governed by common interests:

I would say that the people around the park — all were having fun. We came 
to know each other. And when we were standing in those queues, we were 
cheering and laughing. The environment was pretty much like in India. Pretty 
friendly, and that was a good vibe around the place. (Shruti, Mumbai)

According to Shruti and others, friendliness and a sense of community are 
notions inherent to the idea of Indianness. This ties with Turner’s concept of 
communitas (2012) where they experience a sense of connection with others 
in the playful set-up of the park while relating their experience back to their 
home country-India. It is further interesting to note, that the way Shruti 
describes it, standing in the queues became a part of and not a deterrent 
to them having a complete experience and was interestingly a mix of what 
they already knew — i.e. the idea of Bollywood and sense of community 
while in the queues, and in what new format could they experience the 
same — i.e. the rides as Jay describes: 

Everything was just so Bollywood oriented that you feel … this is something so 
new to you. And still you feel at home. So (it is a) balance of both (Jay, Mumbai).

Ultimately, the feeling of ‘Home’ is a liberating one. Home becomes a 
place, where one can be themselves, and Preeti experienced such feelings 
at Bollywood Parks Dubai:

I felt I can do anything. I can sing and I can dance over there. I was feeling 
proud and happy that I’m here […] I felt like it was my home place (Priti, Pune).

What Preeti describes above, really points to the sensorial experience that 
most visitors had at the park, where they not only interacted with the 
various elements or zones of the park, but felt a deeper connection with 
more abstract feelings — such as safety, pride and homeliness. According 
to her, she could revel in her fandom by singing and dancing and still 
feel right in place — telling us how the park and the visitors often work 
together to create such meaningful moments of embodied experience. 



148

C
H

AP
TE

R 
  6

 As Jay mentions, the presentation of known film narratives into a theme 
park format is interesting for many visitors. This repackaging of already 
known narratives experienced by being there leads to what Williams (2020) 
calls spatial transmedia. It is this transmediality of Bollywood Parks Dubai 
that we explore further next.

RECONNECTING WITH VARIOUS NOTIONS OF INDIANNESS  
AT BOLLYWOOD PARKS DUBAI

As an extension to the feeling of ‘Home’ another theme that surfaced is the 
way in which the visitors experienced that there was something for everyone 
at Bollywood Parks Dubai, giving them a venue to reconnect with the 
familiar during their time abroad. This sense of inclusivity primarily rises 
from the fact that the existence of a Bollywood Parks Dubai in brick and 
mortar, on a global stage legitimizes audience’s fandom towards Bollywood 
as a sub-culture. Seeing their own film industry in tangible form provides 
their fandom a sense of global acceptance. As Jay below indicates, not 
everyone relates to Western popular culture, and accepting and negotiating 
difference in this case becomes a sense of distinction, identity and pride:

There might be people who might have seen bigger things. But for us who have 
never imagined Bollywood can be shaped in such a way it was definitely worth 
visiting (Jay, Mumbai).

This us versus them narrative that Jay addresses, brings focus on the kind 
of people who find comfort in narratives that resonate with their cultural 
identities (‘us’) as opposed to people (‘them’) who enjoy non-Indian popular 
culture. He compares Bollywood Parks Dubai to the ‘bigger’ parks yet finds 
seeing Bollywood sub-culture in a theme park format meaningful because 
of the personal value it holds for him. He adds:

Everybody cannot visit Disneyland and universal studios. So we have a one 
kind of a Bollywood theme park. I was excited because for an Indian to have 
Bollywood theme park is definitely more than a Universal studio. Especially 
me who is not into Hollywood much, I am definitely a big fan of Bollywood 
movies … because my type of taste is connected to Bollywood. So we connected 
very well with this theme park. And might not be connected with other theme 
parks which are Hollywood. (Jay, Mumbai)

Jay interestingly mentions ‘taste’, which can be discussed in the light of one’s 
cultural dispositions. Bollywood Parks Dubai, by its presence — seems 
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to fill the gap in the entertainment landscape which was dominated by 
Western popular culture, and provides the non-Western popular culture 
fans, something to relate with, legitimizing their fandom. When visitors 
experience inclusivity in terms of language, food, and representation of one’s 
favourite popular culture industry, it elicits an emotional connection that 
consuming Western popular culture may fail to elicit. Disha says:

‘I would not have been able to connect with a Hollywood park, I may like 
it, but I don’t know if I would emotionally connect to it’ (Disha, Mumbai).

On similar lines is Parth:

Hollywood was introduced to me later in my life … I started with Bollywood 
so maybe the engagement from my side towards the park was because the 
Bollywood factor was there. (Parth, Mumbai)

When visitors visit a film-based theme park willingly, they are often armed 
with a repository of cultural references — famous dialogues, music, props 
from various films, storylines, fandom towards the celebrities, etc. Having 
these references in the back of one’s mind may enhance the connection of 
the visitors with the theme park leading to a complete embodied experience. 
This is also the way transmedia world-building operates. Visitors gain a 
deeper and fuller meaning when preceded by heightened consumption of 
related media texts that inform them (Freeman, 2019).

The ‘connect’ that Disha narrates, relies on years of conditioning 
that Bollywood cinema has on audience’s who grow up watching it, and 
understanding various references and that enables the formation of this 
implicit and explicit connection enhancing the meaningful experience. 
Priti says:

We already know these movies … The same … was recreated in Bollyparks, 
the cultural backgrounds do matter over there. Because I’m an Indian, I got 
so attached and found it so relatable, that wow, this is that scene from the 
movie. This Indian culture or background did help me get more involved or 
more engaged. If I would’ve visited Hollywood park, I might not have related 
so much to the Hollywood park in that extent. (Priti, Pune)

From the above quote, one understands that the cultural background 
enhances the experience, and attachment to the place. Bollywood Parks 
Dubai, as such, provides a space for all audiences — not just Hollywood — 
to revel in and celebrate their fandom — making it a relatable transmedia 
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space in terms of language, connection, food, comfort and the fact that 
visitors across age groups find it relatable. Responses further indicate that 
it also provides comfort for Indian visitors who are travelling abroad for 
the first time:

I gathered from people around me […] who were coming abroad for the first time 
and those huge malls (in Dubai) were really daunting. So this was something 
that was known to them. There is a certain known factor, a certain comfort 
in it. (Aarati, Pune)

This repackaging of forms — transmediality — lets visitors experience 
known ideas in a different format:

You have grown up watching these movies and this is a new presentation of 
that movie that you have seen so many times … it is very entertaining because 
you know to a certain extent but there is just newness to it at the same time 
(Aarati, Pune)

This lends a ‘spatial transmedia’ experience, something which can be only 
experienced by being there (Williams, 2020). Many visitors to Bollywood 
Parks Dubai like Aarati, experienced this kind of repackaging of their 
beloved narratives from Bollywood into a brand-new (often unimaginable)
format.

Participants experience broader feelings of inclusivity and representation, 
that there is something for everyone at the park. This perhaps also transpires 
from the super-diverse nature of India, where many different religions, 
languages, and sub-cultures co-exist coherently — yet it is understood 
that the park shows a homogenizing tendency by highlighting Bollywood’s 
version of India — which as previously understood tends to be recognized 
as a unifying force. When one references India outside of its original 
context, there is often a reference to Bollywood. While Bollywood is only 
a part of the Indian film industry that operates from the hub, Mumbai; 
due to its wide recognizability it often represents the whole of India. Many 
participants also seemed to reference ‘India’ and not ‘Mumbai’ when relating 
it to Bollywood Parks Dubai:

I think they did quite well in terms of representing India … there were lot of 
things which actually depicted Indianness. You cannot ignore local-trains when 
you are talking about India and there was a local-train set up, there was a 
resemblance to Taj Mahal which was called Raj Mahal … . (Jay, Mumbai)
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This kind of synecdoche — a part that stands for the whole — indicates how 
in the eyes of the participants — Bollywood stands for India. Furthermore, 
beyond the ‘feeling’ of Indianness, the participants also indicated concrete 
elements at Bollywood Parks Dubai that represented India:

They made it pretty nice … When we enter, they have huge posters, and … 
they have a Bollywood gully … The whole passage is done pretty well, and 
pretty colourful, keeping the Bollywood theme in mind. How we have those 
big posters, in cinema theaters. In the entrance they have a huge peacock; which 
is very colorful. It gives that Indian feel. Like you’re entering Indian culture. 
(Shruti, Mumbai)

‘There was a Mumbai local train which is converted into a restaurant […] very 
excited … that we are able to see Mumbai local trains in Dubai’. 

She further added,

 I felt very happy […] They have a gateway of India and in front of it Bollywood 
park is written and when you enter there is a big peacock kept there, so I got 
an Indian feel upon seeing it’. (Disha, Mumbai)

As Shruti and Disha narrate, various motifs such as film posters, the national 
bird of India — the peacock, and colours are employed at Bollywood 
Parks Dubai and collectively these tangible and explicit details lend to 
the experience of Indianness of the park. Shruti also emphasizes how the 
Bollywood theme is maintained throughout the park akin to cinema theatres 
and that adds to the perceived authenticity of the space and therefore, truly 
represents a transmedia space. However, few other participants did not 
fully agree that Bollywood Parks Dubai is a true representation of India, 
but rather a sanitized version that selectively highlights a few parts drawn 
from Bollywoodized narratives, sometimes even stereotyping Indianness:

If I go to any south Indian city like Bangalore, almost similar designs are kept 
there in Ramoji filmcity. If you go there, you feel like you are actually there. 
But here I cannot find it. If I start comparing different regions of India and if 
they are reflected here, then maybe not. (Bindusar, Madhya Pradesh)

Similarly, Aarati says, 

‘I think it was just stereotyping India. Like you know what foreigners think 
about the Bollywood dance. I don't think so there was too much of anything 
being very authentic’. (Arati, Pune)
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Essentially, Bindusar and Aarati both feel that the representation of 
Indianness did not extend beyond Bollywood and did not celebrate the ‘true 
Indianness’ that represented all regions, sub-cultures, classes and lifestyles. 
Especially the quote by Aarati underlines the idea of self-orientalism 
indicating how Bollywood Parks Dubai may be homogenizing the image 
of India: creating one simple image driven by Bollywood Cinema that 
everyone can relate to, but which also overlooks the nuances and layered 
nature of India as a country.

Despite pointing to the lack of overall Indianness, and more emphasis 
on Bollywood-driven stereotypes — almost all participants said that they 
experienced the feeling of (national) pride when seeing a predominant part of 
Indian popular culture being celebrated abroad. We explore this notion next.

EXPERIENCING NATIONAL PRIDE AT  
BOLLYWOOD PARKS DUBAI

The rise of the Indian middle-class into global touristic streams has resulted in 
their growing affordability towards seeking out-of-the-box travel experiences. 
While travelling abroad has become commonplace, it is interesting that 
many mainstream Indian travellers still seek familiar Indian experiences 
on holiday (Frank, 2016; Gyimóthy, 2018) that can also be seen in a steady 
growth in Indian group tours. It often provides them with a sense of comfort, 
but they also pride on India’s farreaching globality. A large part of such 
globality is driven by India’s entertainment landscape and the role it plays 
in everyday lives of Indians. Similarly, Bollywood Parks Dubai provides 
the visitors a sense of identification during their time abroad and seeing 
(popular) culture from ‘home’ celebrated on a global level seems to invoke 
a deep sense of pride in most participants. Many indicated how it meant a 
lot for them to see and experience Bollywood cinema and related cultural 
symbols which is a part of their everyday lives — in a different country — 
and that further intensified the feeling of pride in their minds:

It is definitely pride for an Indian to have something which signifies Indian 
cinema, Indian culture and that too in a foreign country … Dubai is one of the 
most frequently visited due to layovers and it is a pride moment that in such 
a country which is like a hotspot of cultures of the world, we have Bollywood 
representing there. (Jay, Mumbai)
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Similarly, Sejal says:

You are very excited and you feel proud that your culture is reaching outside 
as well. And you are excited to know how they are depicting these things or 
what differences they have brought outside of India when they stage such 
things. (Sejal, Mumbai)

When comparing the above two quotes, it is understood that often Bollywood 
popular culture is perceived to be synonymous with Indian culture, especially 
one that is disseminated abroad through cinema. The participants feel 
legitimization in the fact that their popular culture made it abroad, in a 
‘foreign country’ or ‘outside’. Often this realization of the globalization of 
Bollywood is not recognized by the Indian’s until they see it for themselves 
while travelling, and it was the same feeling the participants experienced 
on their trips:

I felt nostalgic … we Indians love to watch Bollywood movies. So finding such 
kind of set up abroad I felt nostalgic, joy and proud moment for us like they all 
shower so much love on Bollywood and Bollywood is also doing well in business 
abroad … that’s really a great feeling … . (Kinjal, Mumbai)

Similarly, Disha points to the feelings that this experience invokes:

While watching the dances you really feel proud of being Indian and being a 
Bollywood fan … everyone was watching with keen interest … So like people 
watching your culture with so much of fascination … that time I felt good. 
(Disha, Mumbai)

When participants experience this version Indianness abroad together with 
people from other nationalities, in a shared space that celebrates Bollywood, 
it further intensifies the feeling of pride, due to the fact that non-Indians are 
willingly watching and enjoying Indian popular culture with much interest. 
This also tends to make the Indian visitors as stakeholders in the process 
of facilitating an immersive and interesting experience for non-Indians. 
While they may not actively do anything, they hope and expect non-Indian 
audiences to enjoy their ‘Indian’ culture:

There can be a certain amount of pride. That something that is Indian but still 
seems to be appreciated or given the kind of importance in some other foreign 
land. So you know there can be a feeling that... I have to do my bit for making 
it successful. (Aarati, Pune)
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Aarati’s response is very interesting as she notes that she feels responsible 
towards making it successful and is perhaps aligned with the Indian idea 
of hospitality ‘Atithi Devo Bhava’ (Guest is like god). This also may imply 
that one’s Indian identity may situationally become strengthened at the 
park, making them become sort of ambassadors of Indian culture for the 
non-Indian audiences to make this representation successful. On similar 
lines is Divyam: 

I felt proud because of the presence of Bollywood in a foreign place, and especially 
made in the theme of Bollywood. That made me feel proud because people from 
around the world want to visit this place which has its origins from India. 
That made me feel proud. (Divyam, Mumbai)

While Divyam mentions ‘foreign’, Priti discusses ‘foreigners’:

They’re excited and curious to know how Bollywood is. Bollyparks gives you 
exact picture how Bollywood is … Even they (foreigners) were getting attracted 
towards it … They felt like okay, this is Indian culture … I was feeling so 
proud, that we’re Indians … This is my industry; the Bollywood industry that 
belongs to India. (Priti, Pune)

Finally, as seen in the quotes above, the notion of pride is verbalized and 
is understood in the way the participants express their connect towards 
Bollywood cinema. For instance, in the aforementioned quotes ‘our India’, 
‘Our culture’ ‘Our Bollywood’ or ‘my industry’ indicates a sense of ownership 
that the participants have towards Bollywood cinema, and the underlying 
pride that they share for it. Being visited by non-Indians validates Bollywood 
in their eyes, further intensifying the feeling of pride.

As middle-class Indians continue to rise in transnational touristic streams, 
such exhibition of pop-nationalistic pride based on the unifying tendencies 
of Bollywood, may further enhance the place of Bollywood as India’s Soft 
Power (Thussu, 2013). Bollywood Parks Dubai, despite being critiqued for 
its self-orientalist tendencies, proves to be a powerful site that provides both 
Indians and non-Indians a sanitized version of India, thereby encouraging 
the feelings of pride in a playful theme park set-up for the former group, 
and providing the non-Indians with a microcosm that ‘showcases’ a globally 
acceptable version of India. The presence of Bollywood Parks Dubai in Dubai 
also works in favour of the economic strategy that brands Dubai as a ‘global, 
tolerant city which condenses the plurality of the world’ (El Karoui, 2021).
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CONCLUSIONS

This study has investigated how Indian visitors experience and appropriate 
the popular representations of Bollywood and related notions of Indianness at 
Bollywood Parks Dubai. Arguing that Bollywood Parks Dubai is a crucial 
site for understanding the confluence of cultural entertainment, media 
fandom and, ultimately, the experience of Indianness abroad, this chapter 
enriches the field of theme park studies empirically, by bringing in a much 
elusive South Asian focus.

The interviews showed how Bollywood Parks Dubai offers its Indian 
visitors a stage to celebrate notions of Indianness outside the realm of India. 
Indians increasingly travel abroad on holiday, and although they are familiar 
with the popularity of Bollywood among the Indian diasporas, the global 
popularity and magnitude of Bollywood cinema is experienced in the setting 
of this theme park for its visitors.

Most of the participants travelled to gain new experiences and enlarge 
their world view. However, travelling abroad also offered them ways of 
reimagining their own homeland. This became especially poignant when 
visiting Bollywood Parks Dubai, because of the strong sense of cultural 
identity that is derived from Bollywood cinema. The curiosity about its 
appropriation and recreation in a different cultural setting also provides a 
pull-factor for the visitors. This intrigue coupled with a deep sense of fandom 
was identified to be one of the main reasons why participants chose to visit 
Bollywood Parks Dubai. It was also noted how the cultural backgrounds 
of the participants and their knowledge of cinematic references enhanced 
their experience at Bollywood Parks Dubai (Freeman, 2019). Therefore, 
experiencing known narratives in a new format, proved to be a one-of-a-
kind transmedia experience for all the participants (Williams, 2020).

Theme parks globally are dominated by Western popular culture. This 
was acknowledged by the participants and although most of them did not 
dislike Hollywood’s omnipresence, they expressed a strong proclivity to 
Bollywood narratives because of the fact that they grew up watching it and 
felt a close connection. Consequently, we observed that the participants 
value the fact that ‘their’ cultural industry is represented abroad and also 
consumed by non-Indians. The presence of this ‘material and physical space’ 
(Williams, 2020) that celebrates Bollywood cinema in the form of a theme 
park, which allows for an in-depth embodied experience, thus seems to 
provide seriousness and legitimization if not pride to the participants’ fandom. 
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This study showed how media theme parks like Bollywood Parks Dubai offer 
a stage for the celebration of a ‘banal’ form of nationalism among Indian 
travellers, this set against a global stage in which its Western counterpart 
Hollywood also takes centre stage.

Many participants valued their experience of the theme park not only 
as meaningful but also as truly ‘authentic’ due to the careful employment 
of language, food and cultural motifs. Facets of contemporary Indianness 
and associated values like camaraderie, a sense of community stimulated 
a sense of ‘home’ at Bollywood Parks Dubai. Some visitors even felt like 
‘stakeholders’, with the moral duty of ensuring that other, non-Indians enjoy 
the park and their culture as well.

However, a minority of participants also argued that Bollywood Parks 
Dubai actually does not provide a fair representation of India, only offering 
a ‘sanitized version’ or an alternative imaginary that overlooked the layered 
nature of India. Critically examining the park, one can indeed recognize 
aspects of self-orientalism in the way how India and Indian culture is 
represented. The singular Bollywood-driven image as portrayed by Bollywood 
Parks Dubai is a generic representation that disregards the many socio-
cultural, and regional differences within India — a complex and multilayered 
society that exists beyond the cinematic world of Bombay cinema. However, 
it appears that it remains true to its intention of the park being exclusively 
about Bollywood cinema.

One can conclude that the leisure zone of Bollywood Parks Dubai is 
more than simply entertainment. For many visitors, the park offers a playful 
but also deeply-felt identification with a culture one considers to be ‘their 
own’. The fact that this theme park celebrates Indianness in a non-Indian 
context creates a feeling of pride and ownership, exactly because it takes place 
outside ‘home’ and also has non-Indians participating. For others, the park 
stages a form of banal nationalism that offers little ground for identification, 
in particular because of its lack of multi-vocality. As such, the park reflects 
different perspectives on what India stands for and what India should be, as 
a mirrorhouse of Indianness in the desert of Dubai. This exploratory study 
attempts to provide a basis for follow-up research that considers visitors 
beyond Indian tourists and their experience of Indianness underpinning the 
historical and geo-political relations between India and Dubai. We further 
propose and intend follow-up research critically analysing the site itself.
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In this dissertation, I have explored the emerging phenomenon of 
Bollywood tourism in a transnational context. I started the project with the 
following broad question in mind: “How do Bollywood fans motivate, experience, 
and value visiting locations related to different forms of Bollywood cinema around 
the world?”. This question allowed me to explore what drives Bollywood 
fans to visit places related to their favourite productions, what range of 
experiences they have on-site and in the end, what it is about partaking in 
these transnational tourism flows that Bollywood fans find meaningful and 
valuable. In trying to address these questions, four independent yet related 
empirical studies were undertaken. By looking at the media representations 
of travel, the media consumption, the filmi song, and the Bollywood theme 
park, emphasis was laid on the transmedia nature of Bollywood culture and 
the broad range of experiences these media afford. In this final chapter, I 
attempt to provide conclusive insights that assimilate the results of the 
previously discussed individual chapters on a theoretical and empirical level.

The first empirical chapter offered an analysis of the various travel 
discourses found in Bollywood cinema. By analyzing a sample of contemporary 
Bollywood productions, I showed how contemporary Indian tourists are 
represented in specific ways. Particularly, this chapter showed how Indianness 
is preserved on the trips of the tourists in terms of how they perform travels 
when abroad. This chapter has also brought forth interesting insights on the 
matters of class and social distinction that also return as one of the main 
motivations in the following chapters (chapter 3).

The second chapter moved towards the Dutch Hindustani diaspora, trying 
to understand how these people conceive the various cinematic imaginations 
of India through their long association with Bollywood cinema. As my 
research showed, Bollywood cinema has a huge impact on how people from 
the Dutch Hindustani diaspora imagine themselves concerning India, and 
how Bollywood movies are actively used to imagine and plan potential travel 
itineraries to India, their ancestral country. By bringing attention to this 
specialized diasporic group, I have departed from the regular approaches 
that dominate the study of Bollywood cinema and diaspora studies, which 
often tend to focus on the diaspora from the USA and UK. In doing so, 
I have discovered the role of the ‘diasporic film tourist’ within the larger 
framework of media tourists, further diversifying it (chapter 4).

****
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In the chapter that followed, I investigated how the runaway Bollywood 
productions in the form of filmi music videos lead to immersive experiences 
for Bollywood tourists on-site. In doing so, I brought attention to one of 
the characteristic features of Bollywood cinema, and how these filmi songs 
provide frames of reference for potential Bollywood tourists and encourage 
fan-re-enactments onsite. Focusing on the emerging popularity of Iceland 
as a travel destination in the wake of the filmi song Gerua (Film: Dilwale, 
Dir. Rohit Shetty), this research has identified how Bollywood tourism 
experiences can lead to more social distinction for the tourists within their 
social circles. Furthermore, filmi songs in particular enable specific re-
enactments and embodied performances on-site that are a unique feature 
of this media format (chapter 5).

Finally, I considered the novel case of Bollywood Parks Dubai, as a site 
of power that embeds and relays various notions of India and Indianness 
outside its national boundaries. I looked at how Bollywood Parks Dubai 
offers its Indian visitors a stage for the celebration of a ‘banal’ form of 
nationalism, outside the national boundaries of India, further substantiating 
the transnational focus of this research project. Through this chapter, I 
understand the value Indian visitors draw from their visitation to Bollywood 
Parks Dubai. I have also attempted to bring discussions on the authenticity 
of experience in an Indian theme park set-up that legitimizes the Indian 
audience’s fandom in a global media landscape (chapter 6).

Together, these different chapters have helped me to identify the 
motivations, experiences, and values of Bollywood tourists in diverse settings 
and contexts. Furthermore, by adopting an interdisciplinary, transmedia 
focus I have positioned the study of Bollywood tourism within a larger, 
transnational context that engages with and makes itself relevant to multiple 
disciplines such as media studies, cultural studies, and mobilities research. 
Moreover, it has allowed me to initiate a subfield of research — Bollywood 
tourism research — that attempts to enable future expansion of this field 
in various theoretical directions. This has also been one of the reasons for 
adopting an interdisciplinary framework, which contextualizes mainstream 
theorizations of film and media tourism with Bollywood cinema and brings 
the Bollywood context to the forefront of the academic debates on media 
tourism.

To unpack these questions and realize this exploratory research, a 
combination of qualitative methodologies rooted in grounded theory, helped 
in gathering relevant empirical data. The methods included fieldwork in 
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the Netherlands, Iceland, India, and Dubai, resulting in a total of 56 in-
depth semi-structured interviews across the various cases. In addition to 
that, I also did participant and nonparticipant observation (see chapter 2) 
and textual analysis of three purposively selected contemporary Bollywood 
productions (chapter 3). This combination of methods helped me to create 
a rich and in-depth perspective on Bollywood tourism.

This concluding chapter attempts to not only encapsulate the overarching 
conclusions that this dissertation has drawn based on the individual empirical 
chapters, but also to highlight the core contributions of this research on a 
more theoretical level. In doing so, I not only answer my research questions, 
but also indicate the main contributions of this research to the wider field 
of media tourism. In the three sections that follow, I will first present 
conclusions assimilated from the different case studies, grouped together 
around the core themes of Motivations, Experiences, and Evaluations. Per 
theme, I will also discuss and explain potential differences found between 
these case studies. Next, I will present a more integrated, holistic analysis 
of how the results from various themes and cases relate to each other, and 
how these overlaps can be potentially theorized. Finally, in the Afterword, 
I will contextualize these results in the current scenario of COVID-19, 
reflecting on the state of the media and tourism industries in the year 2022 
and on what this pandemic might mean for the phenomenon of Bollywood 
tourism in the future.

MOTIVATING BOLLYWOOD TOURISM

One of the main goals of this research was to understand what drives 
Bollywood tourists to visit locations related to their favourite movies. What 
is it that adds to the allure of the destination when Bollywood tourists decide 
to visit a film-related destination, and what are these powerful incentives 
that make Bollywood tourists invest emotionally (and financially), in visiting 
places outside their regular scope? I have described these motivations in-
depth in their respective chapters. However, through this research, several 
interesting findings have emerged that have allowed me to chart these 
motivations on a continuum (Macionis, 2004) and discover commonalities 
and differences in the way Bollywood tourists to different locations motivate 
their travels. In trying to chart these overarching patterns in the motivations 
of Bollywood tourists, I found that Bollywood tourism is conducted for 
mostly three overarching reasons: a) cultural identity extension, b) social 
distinction, and c) for the legitimization of their fandom.
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CULTURAL IDENTITY EXTENSION

For most Bollywood tourists, one of the biggest incentives to travel to a film 
destination, is to experience those filmic narratives that form an integral 
part of their everyday lives in a spatial setting. As discussed previously, 
Bollywood’s transmedia proliferation makes it almost impossible for people 
of Indian descent to evade the presence and influence of Bollywood in their 
everyday lives. The prominence of Bollywood narratives on participants’ 
everyday lives has been an overarching finding of this research perhaps 
illustrated best by the following quote:

“being an Indian, it is very important to like Bollywood. Bollywood is in 
the blood of every Indian you can say. We can’t resist Bollywood anywhere.” 
(Pooja, Mumbai).

As this quote shows, Bollywood has nestled itself in how these participants 
perceive their own cultural identities. In fact, my contention here is that 
Bollywood and related popular culture industries are so deeply embedded 
in the everyday routines and lives of a large part of the Indian media 
consumption, that for many of them, performing Bollywood tourism hardly 
feels ‘fannish’ and in fact, becomes an extension of their everyday cultural 
identities.

More specifically, my research has shown how Bollywood narratives tend 
to have a considerable impact on the imaginative geographies of India, or 
more in particular on how individuals from Indian descent imagine their 
Indian ‘motherland’ and related notions of ‘Indianness ’. These imaginations 
are a powerful motivator to travel to Bollywood-related locations and 
use those locations as a means to explore larger notions of India. In fact, 
Bollywood tourists find it valuable to visit film-related locations primarily 
due to the underlying connections that they build with the stories, characters, 
narratives, and even filmi songs. The effective connections that Bollywood 
tourists draw with the various stories of Bollywood over the years, together 
constitute the Bollywood filter through which they wish to view the world.

Taking this one-step further, we can interpret Bollywood tourism as 
an extension of tourists’ cultural identities. This is visible in many cases, 
but particularly in the case of diasporic return trips to India by the Dutch-
Hindustani community (chapter 4). The dominant presence of Bollywood in 
various formats allows for connections on varying cultural and social levels 
and presents the diasporic tourists with a strong incentive to visit the site of 
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action where these stories and narratives from India unfold. This fandom 
becomes even more special when it is combined with nostalgia and longing 
to visit places of ancestral importance.

In addition to their emotional investment in Bollywood, one of the 
main motivations of the diasporic audiences to visit India was to locate the 
destination that enabled them to identify with their source cultures. For 
the Dutch Hindustani diaspora, Bollywood has been a powerful source 
of knowledge about India and Indian cultural codes overall. Through 
its stories, and its entertaining backdrop, Bollywood cinema has, in fact, 
played a pivotal role in the formation of cultural identities of the Hindustani 
diaspora, bridging their past and the present and anchoring them to their 
roots. As discussed previously in chapter 4, the second-and third-generation 
diaspora relied heavily on stories and images from popular culture to acquaint 
themselves with their ‘homeland’. In fact, it was also used by the parents 
as a medium to initiate younger generations into the various notions of 
Indianness. Therefore, Bollywood has proven to be a powerful medium — 
literally a gateway towards India — that fuels and sustains imaginations of 
India in the minds of the diaspora and in fact, adds to their motivations to 
conduct these transnational trips.

This extension of cultural identities also rose to the surface in chapter 5, 
with filmi song tourists performing re-enactments on-site, re-enacting, and 
stepping into the shoes of their beloved characters. In doing so, filmi song 
tourists show a desire to seek experiences that allowed them to associate 
with the identities of Bollywood celebrities. Particularly interesting to note 
is that the majority of participants visited the South Coast of Iceland along 
the same route as shown in the filmi song, Gerua. This further substantiates 
the role of Bollywood in the tourist practice.

Similar patterns returned in the case of Bollywood Parks Dubai. 
Interestingly, even when it came to group tours, often based on a preset 
itinerary, when a choice was given between Bollywood Parks Dubai and 
any other theme park, most respondents actively selected Bollywood Parks 
Dubai in their itineraries. Finding a connection with the familiar Bollywood 
narratives of the theme park allowed these visitors to perform their identities 
on-site, something that other theme parks would have probably even 
discouraged. The overall enthusiasm, fandom for Bollywood narratives, 
and their curiosity for finding their favourite popular culture industry in a 
cross-cultural context, was an underlying factor that motivated their visit 
to Bollywood Parks Dubai.
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These findings point us to the overarching role of Bollywood in the cultural 
identities of the participants, and how Bollywood tourism has become a 
modality to perform these cultural identities on location, connecting oneself 
to the world through one’s emotional bond with Bollywood cinema.

SOCIAL DISTINCTION

The other common motivation as to why tourists visit locations associated 
with Bollywood narratives, lies in the way it makes them stand out within 
their peer groups. Partaking in Bollywood tourism then becomes a means 
to create a social distinction — showing that they are able to realize trips 
that the majority of Indians can only dream of. This stands out particularly 
in chapter 5 in the context of visitations to Iceland.

Interestingly, the motivation to visit the picturesque landscapes of 
Iceland is partly driven by the ‘off-beat’ nature of Iceland, a country that 
is not within the immediate reach of a majority of Indians. In this context, 
affording these unique experiences and being able to ‘live the dream’ of 
Bollywood, places these filmi song tourists in a special position within their 
peer groups. This creates a social distinction for these filmi song tourists 
wherein they accumulate symbolic and cultural capital (Jansson, 2018) 
by partaking in these transnational flows. Iceland as an out-of-the-box 
country, at the periphery of Europe, symbolically distinguishes these filmi 
song tourists from the rest. Their social standing is enhanced even further 
when these travels to these offbeat locations are further circulated through 
various social media outlets, sometimes in real-time inciting intrigue and 
questions about their experiences.

The pattern of social distinction returned in chapter 3. This chapter 
attempted to understand how characters within contemporary Bollywood 
productions perform travels. It can be corroborated from the analysis of 
these films, that the social distinction aspect gains prominence here as well. 
Interestingly, these travel narratives are all set in mostly upper-middle to 
upper-class contexts. It was stated that these representations tend to inspire 
middle-class audiences to travel in the footsteps of the characters, seeking 
similar experiences. The nature of travels showcased in these films also 
promoted offbeat, unique, and distinctive experiences that are visible in 
other chapters as well.

In chapter 4, this general pattern of social distinction assumes a different 
meaning. When participants from the Dutch Hindustani community 
visit India, they are motivated by how these travels could help them feel 
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one with people who looked like them. Their cultural identities become 
strengthened by being in India, allowing them to feel integrated with the 
larger Indian community. Standing out therefore is not a motivation, but 
the opposite is true. Albeit for a while, being there allows them to suspend 
their other, non-Indian identities. This way Bollywood tourism becomes a 
means to temporarily erase any distinction they might experience during 
their everyday lives in the Netherlands.

In chapter 6 too, visiting the only theme park in the world dedicated to 
popular culture from India that stood alongside a slew of theme parks based 
on Western media, also motivated Bollywood tourists to visit and create 
possible social distinction from the visitors of other theme parks.

LEGITIMIZATION OF FANDOM

Finally, yet importantly, this research has shown how Bollywood tourists are 
motivated by the quest to legitimize their own fandom. Finding and visiting 
locations from their favourite Bollywood productions in person validates the 
fantasies of the Bollywood tourists. This wish to see the location by being 
there and performing their fandom on-site points to Bollywood tourists’ 
need to locate their subject of fandom in the physical dimension. Not only 
that, but the fact that popular culture from ‘Home’ is being celebrated in a 
global context, further legitimizes their fandom. Therefore, this finding is 
highlighted particularly in the transnational context.

This idea returns in most of the cases, but particularly shines in the 
case of Bollywood Parks Dubai. As this chapter showed, Indian visitors to 
Dubai were drawn to visit Bollywood Parks Dubai almost wanting to hold 
on to their feeling of ‘Home’. The presence of a Bollywood-based theme 
park far away from home sparked curiosity and intrigue amongst Indian 
visitors, who were motivated and interested to know how popular culture 
from back home was being represented on a global stage. The presence of 
this physical and material space (Williams, 2020) that upholds Bollywood 
cinema in the form of a theme park in a structured manner, thus seems 
to provide seriousness and legitimization to the informants’ fandom. This 
is also observed in the importance Indian visitors paid to the presence of, 
non-Indian visitors. In fact, being set on a global stage further intensified 
and validated their fandom that their industry has found a wide global 
acceptance. This returns often in various quotes (see chapter 6 for details).

This pattern of legitimization returned in the case of the Dutch Hindustani 
diaspora, who travel to authenticate and visit locations from the films 
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they have grown up watching in real-life. Having seen many Bollywood 
movies and identifying with the country and its characteristic cultures as 
depicted in these storylines, many respondents experience a growing desire 
and motivation to personally visit India and to experience these different 
locations first-hand. In fact, one of the pressing findings of this dissertation 
is also how Bollywood cinema affects the travel itineraries of its fans not 
just to India, but also within India. Bollywood enables the creation of so-
called “cinematic itineraries” (Nanjangud & Reijnders, 2020) that help the 
diasporic audiences to navigate India, around ‘hotspots’ such as celebrity 
homes, film studios, or even the very city of Mumbai (erstwhile Bombay) 
as a ‘film city’. Here, a potent concoction of nostalgia, longing, and fandom 
becomes the main driver for these diasporic tourists.

In chapter 5, the filmi song tourists who visited locations of Iceland that 
were picturized in the song Gerua, charted a similar route to what was shown 
in the filmi music video. The namelessness of the locations teased visitors to 
locate these places in the physical realm. Photographing and sharing these 
places in the physical realm, further validated the existence of the location 
beyond the screen. In chapter 5, I further problematized and critiqued these 
‘dream sequences’ that utilized unspecified backgrounds for merely novelty 
and spectacle. This spectacle and the natural vastness of the locations also 
added to the motivation to visit Iceland (Macionis and Sparks, 2009). Here, 
the imagination of these participants is a lot inspired by the evocative nature 
of filmi music videos, mostly because of the placeless-ness (Matheson, 
2005) of this genre. Because filmi songs are often shot in unspecified places, 
they create a certain curiosity about the featured destinations. This lack of 
acknowledgement to the locations; invites potential Bollywood tourists to 
actively look for these mysterious locations online, adding to their motivation 
to visit, so I argued in chapter 5. Locating these destinations then becomes 
an essential part of the Bollywood tourism experience.

As has been discussed in this section, Bollywood tourists exhibit a range 
of motivations centered on the themes of cultural identity extension, social 
distinction, and legitimization. These themes all return in varying degrees 
across the different chapters.

EXPERIENCING BOLLYWOOD TOURISM

Another central point of enquiry for this dissertation has been to gain a deeper 
understanding of how Bollywood tourists experience locations related to their 
favorite popular culture products. In general, I identified two key themes 
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in the tourist experience of Bollywood culture: a) Experiencing Home and 
Belonging and b) Personalized embodied experiences. Additionally, I also 
present the findings of the cross-case analysis of the experiences generated 
by different media formats.

EXPERIENCING HOME AND BELONGING

One of the recurring themes in how Bollywood tourists experience locations is 
by invoking the feelings of Home and Belonging in multiple ways when being 
there. For example, in chapter 4, it was found that most Dutch Hindustanis 
design a clear list of places that they have specifically longed to visit when 
they realize their trips to India. In doing so, they charted an itinerary 
determined by not a singular film or sequence, but a collection of Bollywood 
movies from years of association that together formed a “Bollywood filter” 
towards how they see and most importantly want to experience India. These 
multisided itineraries included homes of famous Bollywood celebrities, 
film-studio tours, and iconic locations from Bollywood films such as the 
Marine Drive in Bombay, to the Taj Mahal in Agra. I conceptualized this 
as ‘cinematic itineraries’ in how the diasporic audiences were prepared to 
experience India the way they wanted to. In doing so, Bollywood tourism 
becomes a way of performing nostalgia and finding their ‘home’ based on 
the premise that India is primed by Bollywood’s influence.

Experiencing these sites in an embodied, multisensory way can be an 
emotional experience (Buchmann et al., 2010; Roesch, 2009; Croy. Et al., 
2021). A diasporic Bollywood tourist for example, on his first-ever trip to 
India at the age of 35, shared how he got goosebumps as his plane landed, 
and how he broke down in the middle of the road, taking in the place he 
longed to visit for so long. Here, one realizes the seriousness of Bollywood 
tourism in the way it mediates deeper experiences for specific groups of 
Bollywood tourists. The crying and the tears of this specific tourist then 
become symbolic of the place attachment that Bollywood lends. I want to 
argue here that, this very nature of Bollywood tourism, which has deeper 
implications on its audience’s cultural identity and their sense of self, sets 
it apart from other kinds of film and media tourism.

In chapter 6, I have demonstrated how Indian travellers on their holidays 
to Dubai find the need to connect with Indianness through the associations 
with Bollywood. In visiting this simulated space that is a celebration 
of Bollywood culture, Indian tourists indirectly connect it with their 
‘home’, making Bollywood Parks like an oasis of Indianness in the desert 
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of Dubai. In fact, the distance from home seems to make the experience 
even more meaningful and emotional, enabling them to create ‘moments 
of home’ (Etemadder, et al., 2016; p.503) at Bollywood parks when they’re 
physically away. The exhilarating experience of finding Bollywood narratives 
embedded in an interactive space, allowed the visitors to play with their 
imaginations while being deeply immersed in a world that was built for them 
and what they build for themselves at Bollywood Parks Dubai. Ultimately, 
experiencing various motifs of Indianness such as familiar foods, language, 
and so on, invoked place-attachment and nostalgia that surpassed just the 
visual realm. This resulted in an embodied transmedia experience on-site. 
Years of cultural conditioning and love for Bollywood narratives enabled 
the respondents to draw full meaning out of this experience. This builds 
on the idea of ‘spatial transmedia’ experience that can be only experienced 
by ‘being there’, immersed in a story world (Williams, 2020).

This notion of experiencing ‘nostalgia’ or ‘Home’ is less present when 
we discuss the fan-reenactments by filmi song tourists in Iceland. Yet, one 
can note that these Bollywood tourists are also keen to make the spot truly 
their own, by drawing in their Bollywoodized identities through which they 
seek “belonging” to the locations. When they travel on-site in search of 
places shown in the filmi song Gerua, many of them are driven by a desire 
to step into the shoes of the central characters. In the need to experience 
locations in real life, and to re-live onscreen moments, these respondents 
strive for embodied, multisensory experiences that ultimately connect them 
with their cultural identities rooted in Bollywood narratives. By engaging 
in these performances on-site, they strive to add a touch of familiarity to 
an unknown place, seeking belonging in the process.

Finally, the notions of home and belonging also returned in chapter 3. 
The idea of home was constantly evoked in these movies. By Indianizing 
local cultural forms (e.g., Bhangra dancing in Turkey) and celebrating 
nuances of Indian culture abroad, the central characters were represented 
as personifications of India, creating moments of ‘home’ and being Indian 
while being abroad. This tendency is further reflected upon in the following 
section.

PERSONALIZED EMBODIED EXPERIENCES

In trying to understand the nature of Bollywood tourists’ experiences, one of 
the main ways identified was the way Bollywood tourists tend to personalize 
their experiences and make them their own. Particularly, I found that 
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Bollywood tourists experience locations in the way they find meaningful by 
creatively engaging with them. This kind of creative engagement has shown 
that these experiences of Bollywood tourists are highly individualistic and 
personalized. Governed by the degree of fandom each of these Bollywood 
tourists has with the media, and the extent to which they wish to be ‘seen’ 
as a fan determines how Bollywood tourists appropriate the media on-site 
to draw maximum enjoyment. This appropriation then leads to experiences 
that Bollywood tourists tailor as per their individual capacities. Particularly, 
I identified that Bollywood tourists display their agency in the process of 
designing desirable routes and moments worth experiencing.

This is particularly identified in chapter 5, where filmi song tourists 
attempt to experience the locations as close to the screen as possible. 
They do so in multiple ways; by listening to the song during their travels, 
and on-location, by dressing the part, and finally by engaging in shot- 
recreations from the song. By performing shot-recreations and creating 
media on-site, many respondents entered a mental realm by stepping into 
the shoes of their beloved celebrities (Beeton, 2005; Roesch, 2009; Seaton, 
2013). Here therefore, the underlying notion of fandom returns, resulting 
in unique embodied experiences for these Bollywood tourists, shaping the 
way they view the world. Filmi song tourists that were interviewed; really 
pay attention to the frames prescribed by the filmi song, to try to replicate 
them when they are on-site, utilizing those suggested backdrops. These 
shot-recreations, often as close to the screen version as possible, are then 
done while appropriating with what is available on hand. Fan tourism, by 
the way of filmi song tourism, then becomes a kind of performance of their 
fandom, in which they “appropriate the text and, when necessary, to enact 
their own counternarratives” (Larsen, 2015, p.40). By singing, dancing, re-
enacting, and dressing the part, filmi song tourists create a deeply personal 
experience that is valuable to them.

Similarly, this can be compared to the discussion in chapter 4, where the 
Dutch Hindustani diaspora experience India through a cinematic itinerary 
of India, which is inspired by their personal viewings of Bollywood. By 
designing their unique cinematic itineraries based on their individual 
connections with Bollywood, these Bollywood tourists tend to tailor their 
experiences in how they wish to experience India. With the agency they 
have in the process, they choose to navigate the meanings of what the media, 
the destination, and ‘being there’ means for them in their personal intrinsic 
world. Here too, across chapters, there were various ways in which the 
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Bollywood tourists performed their fandom on-site that resulted in unique 
experiences. Furthermore, they also predetermined how they wanted to 
experience the place, furthering their active role as Bollywood tourists. As 
discussed before in chapters 4 and 5, this kind of personalization becomes 
very pronounced, either in their ways of designing their itineraries or by 
doing their versions of reenactments.

However, this kind of personalization tends to be less present in the case 
of tourists to Bollywood Parks Dubai. This is perhaps due to the theme 
park set up being a pre-structured experience, wherein navigating the park 
with a set map is encouraged.

This kind of personalization sets Bollywood tourism apart from the 
generic forms of mass tourism that follow standardized itineraries. These 
mass tours tend to have little room for tourists’ personal connections to the 
(story) world. Ultimately, Bollywood tourists on their trips experience home 
and belonging and varying degrees of personalized embodied experiences 
that Bollywood’s various media formats afford.

COMPARING THE MEDIATIONS OF 
THE BOLLYWOOD TOURISM EXPERIENCE

One of the interesting outcomes of doing a comparative case study analysis 
has been the insight into the role of the media format in affording these 
varying kinds of experiences on site. Particularly, understanding to what 
extent does one medium afford richer, more immersive experiences than 
other mediums has been insightful. Here, I have drawn a comparison of 
the on-site experiences of Bollywood tourists who visit places related to 
1) films, 2) filmi songs and 3) the theme park format, rather than think in 
depth about the individual affordances of each medium.

I have argued before that Bollywood tourism allows for a multi-layered 
performative experience because of its ubiquitous transmedia, hybrid nature 
that inherently combines drama, music, and film. This understanding has 
resulted in a range of expressions on-site depending upon the media the story 
emanates from. For example, in chapter 4, I have discussed how diasporic 
audiences design an experience of India based on the multi-sided Bollywood 
filter that clubs many different aspects of cinema itself, including visiting 
celebrity homes, film-studios or iconic locations in the city like the Marine 
drive. The filmic medium is not dependent upon one particular film or film 
sequence and in this case, affords these multi-sided experiences on-site. 
This string of multi-sided tours is perhaps not possible if a media tourist 
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is motivated by a single film or media product. Furthermore, this generic 
Bollywood lens allows Bollywood tourists to personalize their itineraries 
based on the films that they find personal connections with.

Contrarily, in case of the filmi songs, I discovered the partial rigidity in 
how filmi song tourists navigated Iceland — following the footsteps of the 
song Gerua. Confirmed by local stakeholders, the South coast of Iceland 
gained attention among Indian visitors in the wake of the filmi song. This 
relatively allows for little personalization of the itineraries, as the filmi song 
prescribes these frames of reference. Sure, it is an individual choice whether 
to visit all Gerua locations or not, but these are less flexible than the generic 
film-based itineraries as seen in chapter 4.

Furthermore, a certain ‘re-enactment potential’ is inherent to the medium 
of music videos that allows Bollywood tourists to reenact these sequences. 
A combination of performance, lyrics and music, and iconic shots where 
their favorite celebrities gain a centre stage, provides a condensed snippet 
of the narrative world that the song is attempting to build. This facilitates 
and lends a frame of reference that instructs Bollywood tourists as to exactly 
what to look for on-location. Of course, this changes as per the individuals’ 
predisposed affective investments, but for many respondents, singing and 
dancing on-site becomes a way to complete the ‘circle of representation’ 
(Jenkins, 2003) and to experience the place by being one with the narrative. 
Interestingly, the kind of filmi songs that are discussed in this dissertation 
are the kinds that represent a celebration of love, and romantic ties between 
the lead couple. Incidentally, most of the interviewed Bollywood tourists 
to Iceland were also couples who recreated the frames as a celebration of 
their love in the footsteps of the celebrities.

However, this “re-enactment potential” of filmi songs are also met with 
some challenges. One such challenge is the feeling of shyness while re-
enacting publicly. Filmi song tourists prefer to conduct these re-enactments 
in the presence of the least onlookers to not seem “cheesy” or look like a 

“clown” in front of the others. A kind of hesitation in openly performing 
their fandom on-site is understood giving an idea of a guilty pleasure in 
embracing their fandom. Ironically, the respondents who mentioned being 
shy on-site to re-enact, proudly shared photos and videos on their social 
media, amongst their social groups. This also indicates the possibility of 
selective fandom, meaning to what extent and to whom do they want to be 
‘seen’ as fans is different for individuals, if at all considered fannish.
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On the other hand, visitors to Bollywood Parks Dubai seemed to experience 
almost the opposite of this shyness and feel high levels of pride towards 
expressing their fandom at the park. The park, which feels like an extension 
of their ‘home’, gives these visitors the freedom to be themselves by running, 
dancing or interacting with the various elements of the park. In fact, the 
park gives them a safe space to revel in their fandom be at their fannish 
best or “be fans” (Waysdorf, 2020, p.292) (See chapter 6 for details) that 
encourages maximum participation from the visitors. Secondly, it is also 
the very nature of the space; one that reflects a microcosm that relies on 
the shared feeling or communitas (Turner, 2012). As compared to what was 
seen previously, the theme park allows the audiences to feel at home, a space 
that celebrates Bollywood and Indianness. This structured yet interactive 
atmosphere, affords maximum engagement but with not much room for 
personalizing their time at the park.

In these ways, for visitors, being motivated by Bollywood’s cinematic 
imaginary, the filmi song, and the theme park result in an array of experiences 
for individuals. These media formats and the context that they are studied 
in, have a bearing on the way these types of experiences have unfolded. 
That said, Bollywood cinema, with its presence in various formats, together 
with individuals’ emotional investment, has demonstrated a great potential 
in facilitating what I like to call a “bouquet of experiences” that is held 
together by the twine of Bollywood narratives, for potential Bollywood 
tourists. These kinds of multi-faceted experiences may be extrapolated in 
various contexts and case studies when studying media tourism in general.

MAKING MEANING FROM THE 
BOLLYWOOD TOURISM EXPERIENCE

One of the main goals of this research was to tap into the meaning making 
process of the Bollywood tourists, understanding what value they draw from 
partaking in the process, and why so. Especially, in the transnational context, 
Bollywood narratives allow the tourists to relate with the various ideas of 
belonging that they experience when on holiday. Furthermore, drawing in 
on a more general perspective of media consumption in relation to ‘home’, 
audiences or tourists who partake in the phenomenon make us realize the 
different ways one finds connections to the world by being situated somewhere 
(Morley, 2001, p.440). These new modalities of finding connections to the 
locations, allow Bollywood tourists to find themselves in relation to the world 
and find meaning in the process have also contributed towards reconfiguring 
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what exactly means by ‘home’ and what value it holds in a “deterritorialized” 
world. (Morley, 2001; p.425). Tourism is also identified as one of the key 
practices in which these kinds of ‘homing’ processes take place.

My research has shown how travels to Bollywood related location(s) 
tend to have long-term effects on these fans in different ways. For the 
Hindustani’s travelling to India for the first time, the value is drawn from 
the very fact that Bollywood narratives mediate their cultural identities 
through generations of consuming Bollywood cinema. This means that the 
relationship they have built with India over the years, is realized when they 
undertake travels to India. Nostalgia intensifies the feeling of being there 
along with their ‘fannish’ motives of visitations. This relates to the work 
of Etemadder, et al. (2016) and (Marinescu, 2020) who find connections 
between diasporic audiences with the popular culture narratives from ‘Home’. 
These connections also encourage them to travel in search of their roots. As 
Bolderman (2018, p.120) discusses (albeit in the context of music tourism), 

“narratives of origin and roots continued to give meaning to the experiences 
of tourists”, wherein the connections between nostalgia, imagination, fandom 
come together to construct their cultural identities. These identities then 
become situationally strengthened by ‘being there’, reconfirming life-long 
attachments to Bollywood cinema and through that to India.

The Dutch Hindustani community substantially relies on their cinematic 
imaginations of India, which allows them to connect with and value the 
materiality of their homeland. In chiming Bal and Sinha-Kerkhoff (2003), 
the value of Bollywood and related tourism, for the Dutch Hindustani’s is 
drawn from the distinctiveness it gives their identities, strengthening their 
cultural identities in a globalized setting. On related lines is the discussion 
on the Bollywood Parks Dubai. Visiting Bollywood Parks Dubai tends to 
distinguish the identities of those who choose to visit the park, as a celebration 
of its existence alongside other dominant theme parks of global reverence. 
As I argue in chapter 6, this legitimizes their fandom and deepens their 
affiliations with the popular culture from ‘Home’ in a transnational setting. 
This feeling of ‘Home’ is the one that allows the respondents to be themselves 
and revel in their fandom, making the trip a meaningful experience.

Therefore, Bollywood tourism enables identity construction in various 
settings, underscoring Bollywood tourism’s role in imparting cultural 
distinctiveness to these Bollywood tourists. This intensifies the value they 
draw from the deeply personal experience that Bollywood facilitates. This 
identity construction also comes into play in chapter 5, when the Bollywood 
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tourists dabble with the boundaries of reality and fiction, in the way they 
step into the shoes of their favourite characters onsite. In doing so, they co-
create the destination with their presence. Albeit here, they try to suspend 
their identities and realities of life and be in the shoes of the celebrities for 
a little while. Roesch (2009; p.159) calls this “spectatorial consumption” of 
leisure spaces. Here, Bollywood tourists make up for the absence of the lead 
characters by being them for a brief moment.

By entering this mental realm, Bollywood tourists create a sense of 
community, a place where like-minded people feel they belong to, creating 
a feeling of membership to their culture; and also to the location they 
are embedded in. In Bollywood Parks Dubai for example, this sense of 
community is deeply felt, in how Indian visitors became stakeholders in 
ensuring the non-Indian visitors have a memorable experience. Therefore, by 
becoming a site of contemporary Indianness, it provided legitimization for 
Indian visitors’ fandom to witness ‘their’ industry on a global scale adding 
a sense of pride. This sense of pride is intensified with the participation of 
non-Indian tourists. This becomes a source of pride among Indians to witness 
this space especially abroad, sitting alongside other theme parks of global 
repute, further intensifying their experience of pride at Bollywood Parks 
Dubai. Despite the homogenizing tendency of Bollywood Parks Dubai in 
how it represents a sanitized version of India, the Bollywood narratives 
seem to provide an identification and emotional anchor for its visitors. This 
sense of pride remains with the Bollywood tourists long after the trip is 
concluded, adding to the meaningful experience.

In this way, Bollywood tourism then becomes a modality through 
which the tourists actively subscribe to their fandom for Bollywood and 
the underlying notion of Indianness. Interestingly, to be able to stand out 
among their friends and peer groups through partaking in these transnational 
travels becomes a matter of pride. This social distinction is furthered by 
the presence of these ‘off beat’ locations that may be out of the immediate 
scope of the travellers. As such, I find that Bollywood tourism provides a 
source of cultural and social capital for the travellers. This adds value and 
meaning to their experience. Here as one can see, the overlaps between the 
motivations, experiences, and values of Bollywood tourists start getting 
more conspicuous.

Not only do the tourists individually draw value from ‘being there’, but 
by being there together they also add value to the destinations, affecting 
the experience of others on these locations. In chapter 6, the respondents 
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invoke the notion of “my industry” and explain feelings of being morally 
responsible for ensuring “others” visiting to also have a good experience. 
This kind of value co-creation is also seen in the case of filmi song tourism 
in Iceland, where the filmi song tourists re-create sequences from the song 
and produce media on-site for sharing online (Schneider, 2006). When these 
re-creations are circulated online through personal networks and social 
media, it adds to the destination narratives. Simply put, filmi song tourists 
co-create the destination, drawing and adding value at the same time.

That said, what kind of values are drawn and added by these Bollywood 
tourists? First and foremost, Bollywood tourism acts as a celebration of 
Indianness. Bollywood tourists are eager to celebrate Bollywood as an icon 
of Indian culture when on holidays. This particularly makes it an interesting 
finding when juxtaposed against the globalization of Indian society in many 
ways due to technological and socio-cultural reasons. For instance, when 
Bollywood tourists choose to visit Iceland and recreate Bollywood magic 
instead of investing their time in a further understanding of the local and 
regional narratives, it indicates the strength of their cultural affiliations to 
Bollywood, and their implicit efforts to celebrate their Indianness while in 
a different cultural setting.

Interestingly, even in chapter 3, despite the attempted superficial 
integration with local cultures in the film narratives, a strong need to 
celebrate Indianness abroad was identified as a recurring theme. Be it the 
Indian song and dance sequence on a lavish cruise ship in Turkey, or pranking 
locals with Indian jokes, the preservation, and celebration of Indianness in 
the ways the Indian tourist is depicted in a global setting is omnipresent. 
Most probably, these media narratives also return in the ways that Indian 
Bollywood tourists perform travel on-site.

Ultimately, Bollywood tourists’ experiences filled with Nostalgia, 
Indianness, and a sense of community make it a meaningful experience 
worth remembering and perhaps even repeating. Bollywood tourism then 
becomes a means to execute a inward journey that is not always self-evident 
but allows them to touch these places and be touched by these places at 
once (Dixon & Straughan, 2010).

BOLLYWOOD TOURISM WITHIN 
CONTEMPORARY CULTURE

As I have argued before, it is the very transnational character of Bollywood 
— in content and form — that has resulted in a congruent emergence 
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of transnational touristic flows around Bollywood filming locations. 
Transnationalism is a broad and flexible framework, one that substantiates 
how Bollywood flows from its hub in Bombay, India across various countries 
and platforms, while retaining its identity as a storytelling style from India. 
More in general, Morley and Robins (1995, p.1) also invite us to think about 
the “symbolic” and “permeable” boundaries that exists in today’s transnational 
mediatized worlds often at the same time and space as relatively harder 
geographical boundaries do. In these climates, Bollywood tourism can offer 
us ways to think beyond the frivolousness of tourism in how this can allow 
for larger implications on cultural policies, and possible softening of these 
geographical boundaries. Case in point being the discussion in chapter 5, 
that demonstrated the potential of musicvideo of 3 odd minutes in initiating 
cultural policies that facilitated smoother mobility between the country 
pair India-Iceland, introduction of a direct flight route and such. With this 
dissertation, I therefore show the potential of Bollywood tourism on and 
beyond an individual level.

I have also argued that Bollywood tourism is not limited to the temporary 
back and forth movement associated with generic forms of tourism (cf. 
Vertovec 2009). Given the active role of emotional and affective ties with 
Bollywood narratives, the tourists in fact, co-construct the destination that is 
mediated through their performances on-site and online, often having lasting 
effects on the destination. This co-creation gradually contributes towards 
the reconfiguration of what the destination stands for and becomes in the 
process. As Tedeschi et al. (2020) say, transnationalism is transformative, 
and transnational media in the end fuels and sustains these imaginaries 
of place, which result in lasting changes. The case of Switzerland as the 
introduction started with is a telling example, and perhaps an indication of 
what (for example) newer countries like Iceland could potentially become 
in the wake of Bollywood tourism.

Accordingly, I have also discovered that Bollywood tourists are not a 
uniform entity. Due to the various media formats and the many channels 
and contexts in which Bollywood tourism operates, Bollywood tourists’ 
experiences, motivations to visit, and the values attached to their trips are 
not always straightforward. Moreover, in view of this, the generic typology 
of film tourists suggested by the valuable work of Macionis (2004, p.94), 
falls short in grasping the intricacies of the larger sociocultural contexts 
that have unfolded in recent years. For example, the connections of the 
diaspora with the media from ‘home’ and as a source for inspiring travels 
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to rediscover their identities are worth nuancing further. Yes, it can perhaps 
be categorized as “nostalgia” within the “specific film-tourist” (Macionis, 
2004, p.94) category, but diasporic media tourists go beyond simply ‘nostalgia’ 
but combine various complex ideas of self, how cinema shapes it and how 
that adds to the incentive of travelling ‘home’. This deserves a framework 
that extends these ideas and conceptualizes them. Many studies are now 
increasingly studying the nexus of diasporic audiences, media, and tourism 
with varying focus points (See: Bandyopadhyay, 2008; Martin-Jones, 2014). 
As I have argued, the study of Bollywood — in all its diversity — should 
be included here as a key topic.

One of the other main contributions of this research is to bring a non-
Western perspective to the field of media tourism research. This has been 
identified as a potential area of study by researchers in the past (See Connell, 
2012; Beeton, 2015), but this call has not been answered to the full yet. 
Conceptualizing ‘Bollywood tourism’ in its very definition then, becomes 
one of the main contributions of this study, considering its innovative 
potential in demarcating a subfield of research. Additionally, theoretically 
speaking, this dissertation has brought to the fore the concept of ‘cinematic 
itineraries’ that is developed to address “travel itineraries that are composed 
of several sites associated with multiple movies or associated film stars” 
(Nanjangud & Reijnders, 2020, p.14) that motivate the travels of Bollywood 
tourists in many ways (see chapter 4). The concept has been kept broad to 
lend itself useful in multiple contexts of studying media tourism emanating 
from other emerging media centres. Finally, I also bring forth the idea of a 
‘Diasporic film tourist’, that was worth underscoring considering the growing 
interest in researching media tourism amidst second and third generation 
diasporic audiences, with little to no physical contact to their origins, and 
whose cultural identities are by and large mediated through cinema. These 
conceptual and theoretical contributions are attempts to depart from the 
homogenizing tendencies of dominant theorizations within media tourism 
research that are mostly based on Western case studies.

The social impact of this dissertation is manifold. Some of these findings 
can be extrapolated to both the media and tourism industries to help in 
better management of destinations. Destinations that receive sudden 
media attention might experience ecological, environmental, and cultural 
unsustainability (See for example: Heitmann, 2010 Angmo & Dolma, 2015). 
Having some awareness of how and what the tourists’ (wish to) experience, 
would allow the destinations to be ready with the right infrastructure to host 
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the various ways Bollywood tourists might engage with the destination to 
not only make it attractive but also sustainable. For example, what happened 
because of excessive tourism to Ladakh after the release of 3 Idiots (2009, 
Dir. Rajkumar Hirani), has been heavily criticized for creating an imbalance 
in the sensitive region of Ladakh. Perhaps with better expectations of what 
the tourists are going to do on-location, many of these ill effects of over-
tourism can be possibly avoided in the future. This dissertation attempts 
to bring some organization on the industry level hoping that Bollywood 
tourism can potentially become a more sustainable sector. Better policies 
aimed at regulating Bollywood tourism practices will ensure that not only 
the tourists but also the host communities will have a meaningful experience 
in the process.

SCOPE FOR FURTHER RESEARCH

In this project, I have identified the central role of fandom in driving 
Bollywood tourists to different destinations. I propose that we look at these 
fans a bit more closely by further adopting a fan studies perspective when 
analyzing Bollywood tourists’ experiences thereby conceiving Bollywood 
tourism as part of participatory fan culture (Punathambekar, 2005; Waysdorf, 
2017). This will yield interesting insights about Bollywood tourists and how 
their fandom gets spatialized, and in the process also diversify Indian fan 
studies as a field of research, which is understudied at this point.

Since the project folded, I indicated a considerable gap in research not 
only on Bollywood tourism in general, but also in how this type of tourism 
can be seen as a potential avenue for strengthening of India’s cultural ties 
with the world. Particularly, I am interested in these cultural ties between 
India and Europe, due to the latter emerging strongly in India’s Bollywood 
narratives. I suggest an examination of these cultural ties through the various 
stakeholders’ perspectives in the creation of eu-India partnerships beyond the 

“strategic” realm. A rampant desire of many Indian filmmakers for filming 
abroad, particularly Europe (Cucco and Scaglioni, 2014), has resulted in 
strengthening of the “European” imaginary amongst the Indian middle-
class who aspire to travel to these idealized European locations. At the 
same time, due to the burgeoning of the Indian and south Asian diaspora in 
general, Bollywood cinema has gone beyond just a global media and cultural 
industry. As India’s “soft power” (Thussu, 2016), Bollywood’s “contra” flows 
(Thussu, 2006) have resulted in structural shifts in global power relations 
and policymaking around Bollywood cinema. These developments then beg 
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the question, what does this mean for India-eu cultural ties? In addition, 
how can Bollywood tourism potentially allow us to reimagine cultural 
partnerships on a broader level? I suggest another look at this transnational 
nature of Bollywood from a production and cultural relations perspective, 
in how Bollywood’s penchant for shooting in Europe can be leveraged for 
India’s global presence and international cultural relations, and for the eu 
as a source for cultural expansion. By boosting economy and employment 
in filming locations, through the various service industries, and creative 
industries, Bollywood tourism can potentially become a fruitful arena of 
symbiotic growth.

Furthermore, there is a lot to discover yet on the other end of the spectrum: 
the producers and the production side of the process of Bollywood tourism. 
Who creates the ‘destinations’ and who are the gatekeepers in the process of 
Bollywood tourism? What is the role of these creative personnel and tourism 
entities in the creation of a media tourism destination? This allows us to 
move from bottom-up perspectives to top-down perspectives in Bollywood 
tourism research, furthering this field of research into a holistic enquiry.

Last but not the least, I would like to highlight the increasing role of 
digital media in Bollywood tourism. More research is needed to further 
substantiate how the digital engagement with Bollywood narratives fuels the 
global imaginaries of these related destinations. Particularly, the digital realm 
seems to create an inclusive space through which people beyond the upper 
and upper-middle classes can participate in the co-creation of destination 
images, as they continue to engage with the content through streaming and 
sharing in the online space. Expanding this research within the digital realm 
therefore appears to be a logical next step for further research. Likewise, 
interesting new spaces have emerged with the resurgence of the ott (over 
the top) platforms, that has resulted in growing content under banners 
such as Netflix India, Amazon Prime India Originals and so on, where 
production and shooting more locally is set to welcome many interesting 
changes particularly in the face of the global pandemic. Interestingly, this 
raises further questions on the role of these global banners in the Indian 
context. Here, I am interested in further assessing this scenario, and what 
it means for Bollywood tourists in the next decade.
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As of December 2021, as I write this afterword, the world is still grappling 
with the challenges related to the Covid-19 pandemic. Particularly, the 
resurgence of the Omicron variant has further fuelled people’s hopelessness. 
The fieldwork for this project that took place in the Netherlands, Iceland, 
India, and Dubai folded in December 2019, and therefore Covid-19 and its 
associated travel constraints did not impact the planned fieldwork of this 
project. Yet, as any self-aware cross-sectional research does, this study also 
considers the time and life of the society and the changes that took place 
during the writing phase of this dissertation. Especially speaking of the 
transnational flows that this research discussed in depth, it becomes urgent 
to think about these transnational flows even more in the face of Covid-19 
travel restrictions on a global scale. This results in interesting contemporary 
debates about the relevance, the applicability, and the accelerated changes in 
the field of (Bollywood) tourism in the wake of (temporarily) limited travels.

This reflection allows me to contextualize the ‘wider social context’ that I 
have so often referred to in the previous parts of the dissertation, and based 
on research done, indicate how this project finds relevance in these changing 
contexts. Tourism in general has suffered under the aftereffects of Covid-19, 
with extended flight bans, stay at home orders, and bans on congregation 
of large groups of people, that has also impacted location shooting. Two 
of the core industries that birth the phenomenon of Bollywood tourism, 
were impacted by the effects of the pandemic. Therefore, the effects of the 
pandemic in restructuring many entrenched creative and cultural systems 
needs reflection and I look to develop a deeper insight into how Covid-19 
pandemic impacted the workings and reception of Bollywood film industry 
and how that in turn impacts location filming and ensuing tourism flows.

In this afterword, I will reflect the changes in production, circulation, and 
consumption of Popular Hindi cinema and look at what to expect from its 
ripple effects on the Bollywood tourism industry. As reported, “The resulting 
clash between creativity and caution has poised India’s almost $34 billion 

13  Parts of this section is published in Nanjangud, A (2021). Chapter 15: Fast evolving Bollywood: 
Reflections on Covid-19, its multifaceted impact on the popular Hindi cinema industry. In The 
Corona Rollercoaster, working in culture through crisis. Loots, E., Howell, R. and Brouwer, F 
(eds). ERMeCC — Erasmus Research Centre for Media, Communication and Culture, Erasmus 
University Rotterdam: https://www.eur.nl/eshcc/nieuws/publicatie-corona-rollercoaster)
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entertainment industry at an inflexion point that some say could change it 
forever” (Shrivastava and Patwardhan, 2020, n.p). Popular Hindi cinema, 
often hallmarked by its dramatic storylines, music sequences, and opulent, 
theatrical depictions, had to bear the brunt of the pandemic and had to 
shift its workings to accommodate the lack of opportunities to congregate 
in large groups. This has led to many expedited changes that have reshaped 
the structure and workings of the industrynot only in terms of scale and 
storylines but also in terms of locations and the actual shooting process.

As with many creative industries, Bollywood cinema operates with 
multiple stakeholders who execute production, distribution, and consumption 
in varying capacities. In the past couple of years; the producers, the actors, 
and the working personnel’s livelihoods were affected by the sudden stalling 
of shoots, as were the storylines, scales of production and shift in narratives. 
Lavish sets and backdrops with large numbers of background dancers, a 
common sight in many popular Hindi films, are often an indication of the 
magnitude and budget of productions. However, in recent times, many 
productions in the pipeline had to tweak their scale to deliver the same 
magnanimity with fewer creative personnel, manoeuvring their workings 
around state rules. For instance, in May 2021 the government of Maharashtra 
put forward a list of rules under which the film industry had to do away 
with any kind of extravagant scenes and follow safety protocols with limited 
crew. This has impacted filmmakers’ creative processes, many of whom have 
tried to combat these problems with innovative solutions. Changes have not 
been limited to the production side. Distribution and consumption have 
also seen disruption. For example, the multiplex theatre system has always 
been an important contributor to Popular Hindi cinema’s monetary success 
and mass consumption, considering its penetration and the ritualistic social 
nature of cinema. The current circumstances have led to the closure of over 
1000 cinema screens across India, leaving the industry in a financial crisis 
(Welle, 2021).

There has also been a shift in production values. Pre-pandemic, film 
sequences were shot to take advantage of the cinematic environment that 
cinema halls afforded with its surround sound and 70 mm projection to serve 
the social experience of community spectatorship. That is, some films can 
only be fully enjoyed while being immersed in the theatrical experience that 
added to cinema’s collective/community experience. However, in Covid-19 
times, even the spectatorship and film viewing has undergone many changes. 
While on one hand, many films have been indefinitely rescheduled for 
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theatrical release, on the other hand, many took alternative routes of release 
such as Netflix, Amazon Prime, and Hotstar, etc. This significant shift in 
distribution and consumption may be applicable worldwide but deserves a 
particular focus on shifting cinema/community viewing values in a cinephilic 
country like India and its potential impacts on the topic of interest of this 
dissertation — outbound tourism.

While it is true that the transition to digital consumption was already 
ongoing, it could be said that Covid-19 has accelerated this change. This 
may lead to a rise in storytelling and films that will serve the individual or 
perhaps nuclear family viewing. This raises several questions about cinema 
audiences and their structure, encouraging more research on independent 
viewing via Video-on-Demand. Some Indian cities have now introduced 
drive-in cinema, which is relatively new in the dominant theatre-viewing 
landscape of Indian audiences. A question that remains is, how will these 
changes in screen affordances feed back into the storytelling of Hindi cinema, 
and how far will that also lead to more shooting locally, within India?

Since the 1960s, popular Hindi films have actively shot abroad in foreign 
locations. With time, the commercially driven Indian film industry is 
becoming more entrepreneurial in its various creative pursuits. As discussed 
before, partnerships between film producers and locations have led to 
symbiotic ventures. The success of a film has meant high revenues for the 
producers and served as destination marketing for locations. This has led 
to a rise in the Indian middle-class engaging in Bollywood Tourism to 
the destinations popularized in Bollywood cinema. What repercussions 
will shooting more locally, have on these transnational flows of people and 
creative industries? Ayaz (2021, n.p) remarks that “travel restrictions will 
ensure Bollywood filmmakers who loved to shoot a song or two in exotic 
European locales will be compelled to ‘make in India’. Think Himachal 
Pradesh, Seven Sisters or good ol’ Ooty, perhaps?”.

Will this hamper the media tourism business, or will it simply shift 
inwards, boosting domestic travel? This presents some exciting opportunities 
to promote the diversity of the Indian landscape. Changes in stories, 
production values, audiences, viewing experiences, and locations have 
impacted popular Hindi cinema. Many questions arise such as: will there 
be a rise in the use of vfx to replace the grandiose cinematic effects, or will 
things take the other route — good old storytelling, with simple stories 
and more straightforward sets and locations; how will the role of celebrities 
shift in these processes?, as they enter our homes at the click of a remote 
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and how will that alter the dynamics of power between stars and audiences? 
Moreover, what do these shifts mean for the Bollywood tourist?

In India, and across the globe, mass vaccination is in sight. This pandemic 
has brought about seismic shifts and reconfigured the workings of the 
Bollywood cinema industry and the tourism industry alike. It is yet to 
be seen how the industry will develop and leaves us with many questions 
to uncover about the creative industries in general. The findings of this 
dissertation and the understanding it offers about what motivates media 
tourists’ travels, what they like to and choose to experience on-site, and 
how they make this as a part of their larger meaning-making processes, and 
identity construction offers great hope that Bollywood tourism can actually 
offer great incentives for people in terms of forgetting the daily vagaries of 
life, and entering meaningful and desirable locations on the footsteps of 
their favourite celebrities. As this study has shown, Bollywood tourism can, 
in fact, become more meaningful in the post-pandemic era, as increasingly 
audiences will seek experiences that they have affective connections with 
every chance they have to travel, over mass tourism and mechanical 
itineraries have drawn up for them with less personal value. Furthermore, 
it might also be the case that filmmakers might show desirable locations 
both domestically and internationally, to satisfy travel-hungry audiences 
and urge them to conduct armchair travels and become potentially active 
in conducting more meaningful trips.

There are also perspectives emerging in tourism research in general as to 
how this crippling of the tourism industry, allows us to re-invent the industry 
and approach it a bit more carefully this time, having corrective measures in 
place towards mass tourism (See: Gössling et al., 2020). Thankfully, there is 
a growth in research in the last year that considers the implications of the 
pandemic on the global tourism flows and how media tourism offers a way 
forward (See: Sousa, et al., 2021; Stewart, 2021; Ghosh, 2020). In fact, in 
line with Stewart (2021), my contention is that media tourism could, in fact, 
be a niche form of tourism, that could help in the revival and regeneration 
of tourism flows in the post-Covid-19 period.
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SR 
NO. NAME AGE PLACE OF 

INTERVIEW PROFESSION M/F CASE

1 Akash Bhoelai 23 Rotterdam,
Netherlands Musician M Diaspora

2 Amar Soekhlal 57 Den Haag,
Netherlands

Tax 
executive M Diaspora

3 Asha Bachoe 55 Rotterdam,
Netherlands

Executive at 
the Ministry of 
Justice

F Diaspora

4 Chan Ramlal 53 Netherlands Banking
executive M Diaspora

5 Chietra Bahora 37 Netherlands
Executive 
secretary and 
Journalist

F Diaspora

6 Galied 
Aliahmed 49 Netherlands RJ M Diaspora

7 Jasmine Elahi 37 Netherlands Academic F Diaspora

8 Joy Sewpersad 41 Netherlands Host M Diaspora

9 Lisa Autar 24 Netherlands Student F Diaspora

10 Mahesvari 
Avtar 30 Netherlands

Event organizer 
and multimedia
journalist

F Diaspora

11
Merlin 
Ramcharan 
Mahes

40 Netherlands Law worker F Diaspora

12 Rakesh Mahes 41 Netherlands Musician M Diaspora

13 Rajnie 
Paltantewari 33 Netherlands Insurance

officer F Diaspora

14 Ryan 
Haripersad 44 Netherlands Host M Diaspora

APPENDIX A: RESPONDENTS LIST
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SR 
NO. NAME AGE PLACE OF 

INTERVIEW PROFESSION M/F CASE

15 Sandya Rangai 30 Netherlands Banker F Diaspora

16 Seema Chhedi 33 Netherlands Entrepreneur F Diaspora

17 Varsha Sewdajal 27 Netherlands Logistics
worker F Diaspora

18 Abhishek 
Shetty 28 Dubai IT executive M Iceland

19 Deepali Phanse
Bhagwat 40 USA

Risk
management
analyst

F Iceland

20 Einar Hansen
Tomasson NA Reykjavik,

Iceland

Film
commissioner,
iceland

M Iceland

21 Elisabet  
Angnarsdottir NA Reykjavik,

Iceland Owner, ProIce F Iceland

22 Esha Gangar 29 Mumbai,
India

Accounting
teacher F Iceland

23 Fridrik Freydal
Thorsteinsson NA Reykjavik,

Iceland
Co-owner
GoEcco tours M Iceland

24 Einar Einarsson NA Reykjavik,
Iceland

Co-owner
GoEcco tours M Iceland

25 Haukur Haralds NA Reykjavik,
Iceland

Manager,
Gandhi Indian
restaurant

M Iceland

26 Jess Hundal  33 USA,
Telephonic

Cancer
Scientist F Iceland

27 Neha Kucheria 29 Mumbai,
India

Marketing
Manager F Iceland

28 Petur Eggerz NA Reykjavik,
Iceland Tour Guide F Iceland

29 Priyanka Desai 33 Mumbai,
India Entrepreneur F Iceland
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SR 
NO. NAME AGE PLACE OF 

INTERVIEW PROFESSION M/F CASE

30 Shaariva 
Teredesai 26 London,

Telephonic
Accounting
officer F Iceland

31 Rohit Kumbhar 31 London,
Telephonic IT consultant M Iceland

32 Shivani 
Mutatkar 24 Pune, India Architect F Iceland

33 Shruti Basappa 30 Reykjavik,
Iceland Architect F Iceland

34 Thorliefur  
Jonsson NA Reykjavik,

Iceland
Executive,
Isslandstoffa M Iceland

35 Manas  
Mutatkar 23 Pune, India Student M Iceland

36 Akshata  
Bhutada 23 Kolhapur,

Telephonic MBA Student F Dubai

37 Anupa NA
Dubai,
Google
Hangouts

Food Blogger F Context

38 Aarati  
Hingane 37 Pune,

Telephonic
Project
Manager F Dubai

39 Bindusar  
Kushwaha - Dubai, UAE IT executive M Dubai

40 Prashansa  
Singh - Dubai, UAE Finance

executive M Dubai

41 Dr. Dipali  
Sanghvi 51 Mumbai,

India
Homeopathic
Doctor F Dubai

42 Disha Rane 25 Telephonic Student F Dubai

43 Divyam 
Shah 21 Mumbai,

Telephonic

Sales executive
and tour
manager

M Dubai

44 Jay Vora 30 Mumbai,
Telephonic

Chartered
Accountant M Dubai
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NO. NAME AGE PLACE OF 

INTERVIEW PROFESSION M/F CASE

45 John Charles NA Dubai, UAE
VP Marketing,
Bollywood
Parks Dubai

M Dubai

46 Milton  
D’Souza NA Dubai, UAE

Director,
Bollywood
Parks Dubai

M Dubai

47 Parth Shah 23 Mumbai,
Telephon Student M Dubai

48 Pooja  
Thakkar 33 Dubai, UAE Teacher F Dubai

49 Mansi  
Nagrecha 32 Dubai, UAE Teacher F Dubai

50 Janvi Thakkar 32 Dubai, UAE Teacher F Dubai

51 Priti Badhe 23 Pune,
Telephonic

Software
employee F Dubai

52 Sejal Turbadkar 27 Mumbai,
Telephonic

Senior
Financial
Analyst

F Dubai

53 Shruti Chheda 29 Mumbai,
Telephonic

Chartered
Accountant F Dubai

54 Natarajan Ramji NA Mumbai,
India

Film Location
scout M Context

55 Ivy Manohara NA Bangalore,
India

Film location
expert F Context

56 Kinjal Shah 28 Mumbai,
Telephonic

Interior
Designer F Dubai
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219APPENDIX B: INTERVIEW GUIDES

INTERVIEW GUIDE: DIASPORA CASE

1 
General information
• Age:
• Place of Birth:
• Gender:
• Educational Background:
• Occupational Status:
• Marital status? (What style did you get married in?):
• Where are you originally from?
• How long have you been in The Netherlands?
• Have you been to India before?

2 
Background information
• Could you perhaps share something about your family background?
• How was it like growing up in your home country?
• How do you like spending your free time? (Films/Travel/etc)
• Do you watch Bollywood films?
• If yes, why do you feel like watching them?
• Where (at home or a theatre)? Alone or with a specific set of people?
• What do you think about Bollywood movies in general?
• And what about Bollywood music?  

What kind of social set-ups do you listen to Bollywood songs in?
• Do you amply understand Hindi or do you prefer subtitles for the movie?

Casual talk
• Which is the most recent movie you saw?
• Any particular actor that you are a fan of? Why?  

Do you feel connected to those actors?
• Speaking of Bollywood movies, what are the usual themes/storylines  

you encounter while watching a Hindi film?
• After the film is over, how do you feel? Can you perhaps think about  

the last movie you saw, and recollect what were your thoughts?
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220 3 
Knowledge of India and its Bollywood association
• Could you perhaps share any stories you have heard of India?  

(Or experienced while in India if the respondent has been there)
• What peculiar memories pertinent to India in your childhood do you have?
• Do you often get curious about India? How do you get to know more about it? 

(Think of the world without internet)
• Do you have any family/relatives in India? Do you interact with them?
• Could you describe your impression of India? (If they haven’t visited it yet, that 

is!) Follow up question: How did you form these impressions and on what basis?
• If I ask you to imagine yourself in India at the moment, could you describe/

narrate what your imagination is like? Backdrop, set up, attire etc.?
• Do you recognize some places when you watch movies?
• Do you have a…lets say a “wishlist” of places to go in India?
• Do you think Bollywood movies contribute to your knowledge and  

imagination of India?

4 
(Travel) Towards Home and Belonging
• What connections do you draw when I say India?
• Have you ever thought of visiting India?
• When I say the word “Home” what pops into your head?
• What cultural connections do you draw between India, Suriname, and  

The Netherlands? Is there a thread that binds the three together?
• Which place do you feel you relate to the most?
• What are the popular places you have heard of in India?
• Which destinations do you remember seeing in Bollywood films?
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221INTERVIEW GUIDE: ICELAND CASE

1 
Personal and General Information
• Tell me a little bit about yourself, your work and  

what activities you carry out on a daily basis
• Could you describe Iceland in a few key words?
• What is your daily experience of living in Iceland?
• Have you observed any changes in Iceland tourism and  

what are these changes?
• Do you think there is a tourism boom in Iceland in the recent years?
• If yes, what do you think about the tourism boom to Iceland  

in the past few years?

2 
For Policy makers/Background Information
• Why do filmmakers come to Iceland, what facilitates it? \what makes it  

a desired location?
• Has the tourism boom been beneficial to the country?
• How much of this tourism that is coming is film-induced?
• As a local to Iceland, has this film induced tourism created  

any problems in your daily routine/life?
• Have the film productions mutually helped you while shooting?  

To what extent?
• What is your experience with the on-going film productions?  

Do the ongoing film productions hamper daily life?
• Do the ongoing film productions hamper natural vegetation and  

fauna of Iceland?
• How did you adapt to the changes that tourism got along with it?
• Did tourism alter the cityscape in anyway?
• Does Iceland face a threat of commercialism?
• How do you balance the mystical/magical image of Iceland  

versus the threat it has of commercialism?

3 
Gerua and related tourism
• Do you know about the song Gerua?
• How has it affected Iceland tourism?
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222 • In your opinion, what is the potential of Bollywood — since just one 3-minute 
song was instrumental in creating a buzz…

• What do you think about Iceland as shown in that clip? Is it represented well?
• Do you notice Indians in Iceland?
• What do you think has led to the motivation for Indians to visit Iceland,  

since it has caught up only recently…and since it is expensive to travel from  
India to Iceland?

• To what extent have Indians in Iceland grown?
• Do the film commissions expect such a boom when signing up films for locations?
• What are you doing to cater to this growing population of Indian tourists?
• Since it is a small country, does it add pressure on the local communities?
• To what extent does Iceland rely on Tourism economy, to what extent  

does this come from film?
• How important are Indian tourists to Iceland?
• What are the different policy agreements made towards facilitating  

the India-Iceland route?
• Is there any reverse case of Bollywood tourism, do Icelanders wish  

to travel to India?
• What are you doing about it?
• Would you like more Bollywood films to be shot in Iceland?
• What are the different measures on Restaurant/Hotels/Tours level  

that the country is taking?
• Are there any specific issues that the locals are facing due to  

the Indian habit of traveling in big groups?
• Any specific spots Indian people prefer to travel to?
• How are the tour guides adapting to this influx of Indian visitors?  

Any language/communication barriers faced?
• As a film commission, what do you put on the table for  

the filmmakers to get them onboard?

4 
For local residents
• How have film productions mutually helped you while shooting?
• As a local to Iceland, has this film induced tourism created any problems  

in your daily routine/life?
• Have you observed any changes in Iceland tourism and what are these changes?
• Has the tourism boom been beneficial to the country?
• How much of this tourism that is coming is film-induced?
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223• How did you adapt to the changes that tourism got along with it?
• Did tourism alter the cityscape in anyway?
• Does Iceland face a threat of commercialism?
• Do you know about the song Gerua?
• How has it affected Iceland tourism?
• Any specific spots Indian people prefer to travel to?
• In your opinion, what is the potential of Bollywood — since just one 3-minute 

song was instrumental in creating a buzz…
• What do you think about Iceland as shown in that clip? Is it represented well?
• How important are Indian tourists to Iceland?
• What are the different measures on Restaurant/Hotels/Tours level  

that the country is taking?

For Tourists
• What brings you here?
• Why did you decide to make Iceland as your holiday destination?
• What about Iceland drove you here?
• Have you found ample infrastructure here for your needs?
• Is this as you had seen in the song clip?
• Are you a fan of Bollywood?

For other stakeholders in the tourism business  
(Restaurants/tour companies/hotels)
• When did you start your company?
• Have you observed any changes in Iceland tourism and what are these changes?
• As a local to Iceland, has this film induced tourism created any problems  

in your daily routine/life?
• Has the tourism boom been beneficial to the country?
• How much of this tourism that is coming is film-induced?
• How did you adapt to the changes that tourism got along with it?  

What changes did you bring in?
• Did tourism alter the cityscape in anyway?
• Does Iceland face a threat of commercialism?
• How do you balance the mystical/magical image of Iceland versus  

the threat it has of commercialism?
• Do you know about the song Gerua?
• How has it affected Iceland tourism?
• In your opinion, what is the potential of Bollywood — since just one  

3-minute song was instrumental in creating a buzz…
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224 • What do you think about Iceland as shown in that clip?  
Is it represented well?

• To what extent have Indians in Iceland grown?
• What are you doing to cater to this growing population of Indian tourists?
• Any specific spots Indian people prefer to travel to?
• Since it is a small country, does it add pressure on the local communities?
• How important are Indian tourists to Iceland?
• What are the different measures on Restaurant/Hotels/Tours level  

that the country is taking?
• How are the tour guides adapting to this influx of Indian visitors?  

Any language/communication barriers faced?
• Any final thoughts?
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225INTERVIEW GUIDE: DUBAI CASE

General Information
• Could you share a little bit about yourself?  

Your background and your interests?
• Do you travel often? What are the kind of places you usually travel to?  

Where do you draw inspiration for the destinations?
• What took you to Bollywood Parks Dubai?  

Where did you get information on it?
• What was your reaction when you first heard about it?  

What have you heard about it?
• Why did you wish to visit a Bollywood Park coming from India,  

and having come abroad?
• What were your expectations of coming to the Bollywood Park?
• What were your first impressions when you first entered the Park?
• Did you know anyone else who went to Bollywood Parks Dubai?
• Was there anything or any ride you were looking forward to specifically?
• How did you feel in the lead-up to your trip?
• What did you do in the park?  

What kind of shows did you enjoy? Did you dress up in any way?
• What did you specifically take pictures of? Why did you find it worth recording?
• Were there things you did multiple times?
• Did you participate in the Zindagi Na Milegi Dobara trailer making?  

What was your experience like?
• How did you feel in the park? (Were there any strong emotions?)
• Did your time at the park live up to your expectations?  

Were there moments that you felt like you were ‘there’?
• Did it remind you of India? If yes, why or in what ways?
• How did you experience the overall theme of Bollywood in the Park —  

ex. What little elements there reminded you of India?
• To what extent does the theme park represent the authenticity  

of India/Indianness?
• How do you evaluate your experience at the Bollywood Park? 

Does it live upto your expectations?
• What kind of out of the ordinary experiences did you have?
• Do you think you relate to more cultural references  

in Bollywood over a Hollywood park?
• What stood out for you at the park?  

Anything special that you particularly remember?
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226 • Is there something that you did not like at Bollywood Parks Dubai? Why?
• Was your experience at the theme park interactive? Did the experience at 

Bollywood Parks Dubai keep you engaged throughout your time there?
• Did you buy anything there? Souvenirs?
• How were the other services like food?  

Did the food offerings represent Indianness?
• What are your thoughts about the rides? Can you really experience Bollywood 

through rides? Was it thrilling for you?
• What did you think of the rides and its movie associations?
• In your opinion what could be done in addition to the current set-up  

to make it better?
• Looking back, how do you feel about Bollywood Parks Dubai now?  

(Would you go back? Would you recommend it to your friends?  
Would you have liked it so much if it wasn’t Bollywood? Would you go  
to a Hollywood-based theme park?)

• Did you have a Q-Fast?

For Management
• Could you begin by talking a little bit about yourself?
• When did the parks come to life, and since then what have your  

maximum efforts been towards?
• Bollywood Parks Dubai is the first theme park in the world dedicated to  

all things Bollywood. What was the idea or premise behind the inception  
of Bollywood Parks Dubai?

• What efforts are put towards sustaining the Bollywoodized imageries  
via the medium of the park? I see active collabs as a part of that process.

• Why do you see the park as a viable medium to disseminate the  
Bollywoodized imaginary?

• What potential does a Theme park have to carry media msgs?
• Are you aware of the visitors to Bollywood Parks Dubai?  

Which nationalities are more regular?
• How do you cope with the weather in Dubai?  

What are its effects on the tourism to Bollywood Parks Dubai?
• Who is the primary target audience for Bollywood Parks Dubai?
• Could you reflect on the transnational nature of the theme park?  

Presence of Bollywood Parks in Dubai. Your thoughts?
• How do you ensure a sustainable influx of tourists to Bollywood Parks Dubai?
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227• What kind of tourist engagement do you expect?  
Onsite. Off-site. Pre-during-post experience.

• Do you usually require permissions to use the names of the  
various films in your rides? What is the process like?

• How does Bollywood Parks Dubai differentiate it from other  
theme parks in the market? For example, Harry Potter in that sense  
is very different, yet bases itself on the same principle of transmedia  
tourism. Your thoughts?

• Do you intend to have any localization of cultures?  
For example, Arab culture utilized in Bollywood Parks Dubai?

• How were the names decided? Why those particular names for the rides?
• How do you draw boundaries between stereotyping India or creating  

a specific image of India? Do you actively consider these things before  
thinking of your offerings?

• Could you share a little bit about the other elements such as  
food/merchandise at Bollywood Parks Dubai? What do they stand for,  
and what do they intend to convey?
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228 EXPERT INTERVIEW: IVY MANOHARA BENJAMIN

Interview guide
• To begin with, can I ask you to talk a little bit about yourself? What do you do, 

how has your journey been in this industry so far? Educational background, 
previous work experience? Etc.

• What was the inspiration behind filmapia?
• What does filmapia do?
• Who is filmapia catered towards?
• To what extent in your view locations are important in a film narrative?  

Could you talk about a few examples that you think were good markers  
of a location?

• How do you as a location expert envision a scene from the script?
• How can locations therefore contribute to the films success or failure?
• Could you talk a little bit about the industry of location scouting?  

Why has it become so important in today's time?
• Could you walk me through the basic workings of filmmapia?  

What does each of your projects look like?
• How do you strike the balance between Film Chamber of Commerce,  

Ministry of Information & Broadcasting and Ministry of Tourism? Could you 
explain what kind of work goes behind such government institutions?

• As a private entity, relying on permissions does that bother you?
• How does one seek permissions?
• Has the rulings by nfdc made anything better — such as the  

single window clearances?
• Do you think that has had a positive impact on people shooting  

more on local terrains?
• Are the processes different in South and Bollywood?
• What parameters do you keep in mind for finalizing destinations  

or proposing or advising about a destination?
• This question is about scripts and are storylines necessarily required to be in 

tandem with the locations? For e.g. there are dream sequences in songs;  
they are dreaming and they are in Switzerland and Iceland.

• There are govt awards like most film-friendly state etc.  
Do you have to facilitate it?

• Do you think the location advisors have a big say in where the film gets shot?
• What do you mean by location enablers?
• You have a very frequently updated section “Where is it Shot?” how do you 

research about it? It is an impressive library.

AP
PE

N
D

IC
ES



229• What other kinds of research goes into providing best advise for your clients?
• What are some popular projects you have undertaken?
• What are the challenges and positive aspects of your job?
• Questions on destination marketing/branding — how has that side  

of the market proliferated for you?
• What does film-tourism mean to you?  

What have your ideas about it, moulded into?
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EXPERT INTERVIEW: NATARAJAN RAMJI

Interview guide
• Could you first briefly introduce yourself? Your initial years, where were you born 

and raised, your education and how did you make a career in your field?
• Could you describe your field of location scouting?
• How was your choice of career, was it a viable option then? Since it is not a 

conventional career option, what was your thought process before starting your 
career as a film location scout full time?

• Could you perhaps shed some light on the process of location scouting  
in Indian cinema?

• How does it differ when one talks about the process in Bollywood cinema and 
other regional cinema? Or does it remain the same?

• Could you share some insights on some of the projects you have done?  
What are some of the key learnings from them?

• To what extent does a script suggest you the location?
• Are storylines necessarily required to be in tandem with the locations or vice-

versa while envisioning the script to screen?
• When and why was the need for the conception of Travel masters India felt?
• I read in one of your interviews that you have visited New Zealand 38 times.  

Do such repeated trips give more perspective to you as a location scout/expert? 
And add added layers to the meanings of locations?

• You are colloquially labelled as ‘location Guru’.  
Could you share how you ended up getting the title?

• I am very curious about your profession. How does the work of a location scout 
look like, do you have a guild of location scouts?

• Who are usually your friends in the industry?  
How does the collaboration look like?

• Speaking of Niche fields, how does one get trained in a field as such?  
Or is it more on the job training?

• Does it provide a sustainable income? A job such as location scouting?
• I am also interested in knowing, do the locations appeal you to check them out? 

How do the locations sell themselves to you for you to consider them for a movie 
location? How is the process usually like?

• Why is there an emphasis on showing foreign locations in Indian films?
• What are your thoughts about showing Indian shores and its potential  

to be a source of revenue and development for India?
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• Are there any Indian government schemes do you avail or benefit from?  
Like the film facilitation office (ffo) by the National film development 
corporation of India (ndfc)?

• How has film-locations impacted tourism among the Indian audiences?
• On a final note, what is the best and worst part of your job as a  

film-location scout?
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In recent times, there has been a visible growth in the number of people 
interested in visiting places associated with their favorite media products. 
Bollywood cinema too, with its evocative and ubiquitous presence, has shown 
its influence in mobilizing representations of various destinations in the 
minds of its audiences. Despite its nascency, the phenomenon of Bollywood 
tourism has shown profound potential as an emerging phenomenon within 
contemporary tourism culture. This dissertation is interested in understanding 
the motivations, experiences, and evaluations of these Bollywood tourists. 
By placing interest in the tourists’ perspectives, this dissertation seeks to 
understand the fundamental question of how Bollywood tourism can be 
located within the wider study of contemporary culture. The growth of 
Bollywood as a global media industry, in tandem with growing middle-
class incomes, make the study of Bollywood tourism an important arena 
worthy of investigation. 

This dissertation brings together a collection of studies on the emerging 
phenomenon of Bollywood tourism. Through an interdisciplinary approach, 
this dissertation demonstrates the various ways in which the study of 
Bollywood tourism can be approached. Firstly, the dissertation approaches 
Bollywood tourism through Bollywood’s transmedia presence by studying 
three of its media formats: the cinematic medium of Bollywood itself, 
filmi songs as a characteristic feature of Bollywood cinema, and finally a 
theme park as a spatialized expression of Bollywood cinema. In doing so, 
this dissertation has attempted to enrich and diversify the study of media 
tourism by bringing attention to one of the most prominent media industries 
outside the West.

Through chapter 3, I set the scene for understanding fundamental 
knowledge about what narratives of travel are prevalent in popular Hindi 
cinema. With the help of a narrative analysis of three popular blockbuster 
Bollywood films, this chapter intends to lay a premise for not only the kind 
of travel discourses that are shown in contemporary Bollywood cinema, but 
also how the tourists in the media behave, their experiences on-screen and 
how it may influence the media tourists’ experiences in real life. This question 
allows me to grasp the potential trends and settings within Bollywood 
cinema within which the travel discourses are at play. This knowledge 
further adds contextual value to the following case-studies. In this chapter, 
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234 I argue that these media representations of travel tend to have a bearing 
on the way that Bollywood tourists perform travels in real-life. In doing 
so, I identified how the discourses of travel as leisure are dominated by the 
narratives of upper-middle to upper class Indians.

Chapter 4 primarily looks at the motivations of the prominent diasporic 
Indian community, particularly the Dutch Hindustani community, to 
assess their cinematic imaginations of India and how these cinematic 
imaginations influence their cultural identities, their travel itineraries to 
India, and ultimately the range of sights they visit on their journeys. This 
question allows the research to celebrate the wide diversity of the formidable 
Indian diaspora, by going beyond the redundant approaches to studying 
diaspora within both media tourism and within Bollywood research that 
often focuses on Indian diaspora from the usa and uk. By focusing on the 
Dutch Hindustani community, which is understudied in academic research 
on media tourism, I intend to bring an innovative approach within the field 
of study. Through this study, I brought forth how the Dutch Hindustani 
diaspora utilizes its personal connections with Bollywood cinema to 
‘cinematic itineraries’ during travels to India.

Chapter 5 considers the potential of one of the characteristic features of 
Bollywood cinema the filmi song — in mobilizing place narratives and the 
kind of experiences it affords on-site. Filmi song videos, by virtue of being 
a characteristic feature of Bollywood cinema, offers interesting avenues for 
filmmakers to explore various runaway productions inviting spectacle and 
novelty to the medium. With this question, I am interested in how this 
spatialized filmi music-videos feed into the way Bollywood tourists experience 
the places shown therein and how the local stakeholders perceive this new 
and multi-faceted change. I adopt this question into the contemporary case 
of the filmi song Gerua (Dilwale, 2015), picturized exclusively in Iceland to 
support the discussion. This case is selected based on how ‘off-beat’ European 
destinations are now being utilized as a response to the growth of Switzerland, 
why audiences are motivated to go visit them, and what kind of ‘experiences’ 
they have on-site. In this chapter, I identified how filmi song tourists utilize 
these off-beat experiences to increase their social standing. Furthermore, 
I concluded that through their embodied performances of fandom on-site, 
Bollywood tourists tend to rework the destination narrative.

Finally, chapter 6 looks at the simulated space of Bollywood Parks 
Dubai, as a site of power that relays various notions of India and Indianness 
abroad. It further looks at the ways in which Indian tourists experience 

SU
M

M
AR

Y



235these notions when on holiday. By adopting this question, I am interested 
in how Bollywood Parks Dubai represents making further in-roads into 
the notions of Home and Belonging in a globalized world through its 
simulated space outside of its national boundaries. Therefore, this case 
study aims to shine light on how visitors experience and appropriate the 
popular representations of Bollywood and related notions of Indianness at 
a Bollywood based theme park. Studying the experiences of Indianness at 
the Bollywood Parks Dubai therefore allowed me to place this study in a 
transnational context. Here, I argue how Bollywood parks Dubai provides 
Indian visitors with cultural identification and legitimizes their fandom in 
the global theme park landscape that often tends to be based on Western 
media franchises. Furthermore, it can be seen how Bollywood Parks Dubai, 
offers Indian visitors a stage to perform their Indianness outside India.

In chapter 7, I discuss the general conclusions of this dissertation and go 
beyond providing chapter specific conclusions raised in the preceding chapters. 
Particularly, I provide concrete insights on the motivations, experiences, and 
values of Bollywood tourists across the different case studies. Here, I show 
the different ways in which Bollywood tourists are motivated primarily by 
the meaning that Bollywood narratives hold in their everyday lives. I argue 
that Bollywood and related popular culture industries are so deeply embedded 
in the everyday lives of a large part of the Indian media consumption, that 
for many participants, partaking in Bollywood tourism hardly feels ‘fannish’ 
anymore, as it embodies an extension of their cultural identities. Performing 
Bollywood tourism then becomes a part of performing their Indianness 
while on holiday, while connecting with the wider notions of Home and 
Belonging. Bollywood tourists are further enticed by the ‘off-beat’ nature 
of travels that indulging in Bollywood tourism gives them, providing them 
with social distinction, symbolically distinguishing them within their peer 
group. Particularly, it is understood that the transnational context enables 
Bollywood tourists to find an anchor in the Bollywood narratives through 
which they view the world.

On-site, it has been especially interesting to discover how Bollywood 
tourists have varying experiences based on what the different media afford. 
Here, I argue that Bollywood tourism allows for a multi-layered performative 
experience because of its transmedia nature that inherently combines drama, 
music, and film, distinguishing the Bollywood tourism experience from 
other kinds of media tourism. Bollywood tourists’ on-site experiences then 
depend on the degree of connection that they have with the media, the media 
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format itself, what personal meaning it holds for them, and to what extent 
do they want to be seen as a ‘fan’. Ultimately, I identify two main ways in 
which Bollywood tourists experience the locations: a) Experiencing home 
and belonging and b) Personalized embodied experiences. Bollywood tourists’ 
experiences become meaningful because it legitimizes their longstanding 
fandom and cultural identity, particularly in a transnational set-up. As such, 
Bollywood tourists value how partaking in the phenomenon of Bollywood 
tourism allows them to navigate the world and their inner worlds at the 
same time.

The findings of this project will be of help for future filmmakers and 
location managers to streamline their offerings and manage destinations 
efficiently, adding to the societal relevance of this study. By bringing an 
exclusive focus on the study of ‘Bollywood tourism’, this dissertation has 
aimed to decenter existing debates within the field of media tourism that 
have historically been rather Western centric. Furthermore, by bringing 
focus on tourists of Indian origin, and conceptualizing the ‘diasporic media 
tourist’, this research intends a departure from the wealthy, white and 
Western tourists that are dominant in the field of media tourism.
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In de afgelopen tijd is er een zichtbare groei geweest in het aantal mensen 
dat geïnteresseerd is in het bezoeken van plaatsen die verband houden 
met hun favoriete mediaproducten. Ook de Bollywoodcinema met zijn 
alomtegenwoordige aanwezigheid heeft zijn invloed bewezen bij het grote 
publiek, bijvoorbeeld door het mobiliseren van representaties van verschillende 
bestemmingen. Ondanks zijn ontluiking heeft het verschijnsel Bollywood-
toerisme een diepgaand potentieel getoond als een opkomend fenomeen 
binnen de hedendaagse toeristische cultuur. Dit proefschrift is gefocust op het 
begrijpen van de motivaties, ervaringen en evaluaties van deze Bollywood-
toeristen. Door interesse te wekken in het perspectief van toeristen, tracht 
dit proefschrift de fundamentele vraag te begrijpen hoe Bollywood-toerisme 
kan worden geplaatst binnen de bredere studie van de hedendaagse cultuur. 
De groei van Bollywood als een wereldwijde media-industrie, in combinatie 
met de groeiende inkomens van de middenklasse, maakt de studie van 
Bollywood-toerisme een belangrijke en onderzoekswaardige arena.

Dit proefschrift brengt een verzameling studies samen over het 
opkomende fenomeen van Bollywood-toerisme. Door middel van een 
interdisciplinaire benadering demonstreert het de verschillende manieren 
waarop de studie van Bollywood-toerisme kan worden benaderd. Ten eerste 
wordt het Bollywood-toerisme geanalyseerd door Bollywood's transmediale 
aanwezigheid te bestuderen via drie van zijn mediaformaten: het filmische 
medium van Bollywood zelf, filmi songs als een kenmerkende eigenschap 
van Bollywood-cinema en een themapark als een ruimtelijke uitdrukking 
van Bollywood-cinema. Hierdoor tracht het proefschrift de studie van 
mediatoerisme te verrijken en te diversifiëren door de aandacht te vestigen 
op een van de meest prominente mediaindustrieën buiten het Westen.

Hoofdstuk 3 betreft het begrijpen van fundamentele kennis over welke 
reisverhalen gangbaar zijn in de populaire Hindi-cinema. Met behulp van 
een narratieve analyse van drie populaire blockbuster Bollywood-films wil 
dit hoofdstuk een premisse leggen voor zowel het soort reisdiscoursen dat 
wordt vertoond in de hedendaagse Bollywood-cinema als hoe de toeristen 
in de media zich gedragen. Dit gaat vooral over hun ervaringen op scherm 
en hoe dit de ervaringen van de mediatoeristen in het echte leven kan 
be nvloeden. Deze vraag stelt me in staat om de mogelijke trends en 
instellingen binnen de Bollywood-cinema te begrijpen, waarbinnen het 



240 reisdiscours een rol speelt. Deze kennis voegt verder contextuele waarde 
toe aan een aantal case-studies. In dit hoofdstuk beargumenteer ik ook dat 
deze mediarepresentaties van reizen vaak van invloed zijn op de manier 
waarop Bollywood-toeristen reizen in hun echte leven uitvoeren. Daarbij 
heb ik vastgesteld hoe het discours van reizen als vrijetijdsbesteding wordt 
gedomineerd door de verhalen van Indi rs uit de hogere middenklasse tot 
hogere klassen.

Hoofdstuk 4 gaat in de eerste plaats in op de motivaties van de prominente 
Indiase gemeenschap in de diaspora, met name de Nederlandse Hindoestaanse 
gemeenschap, om hun filmische verbeeldingskracht van India te beoordelen. 
Er wordt gekeken naar hoe deze filmische verbeeldingen hun culturele 
identiteit beïnvloeden, net als hun reisroutes naar India en uiteindelijk het 
scala aan bezienswaardigheden dat ze bezoeken. Met deze vraag kan het 
onderzoek de grote diversiteit van de Indiase diaspora vieren door verder te 
gaan dan traditionele benaderingen van het bestuderen van diaspora. Dit 
gebeurt binnen zowel mediatoerisme als Bollywood-onderzoek, dat zich vaak 
richt op Indiase diaspora uit de Verenigde Staten en het Verenigd Koninkrijk. 
Door me te concentreren op de Nederlandse Hindoestaanse gemeenschap, 
die onderbelicht is in academisch onderzoek naar mediatoerisme, wil ik 
een innovatieve benadering binnen het vakgebied brengen. Deze studie 
brengt daarom naar voren hoe de Nederlandse Hindoestaanse diaspora hun 
persoonlijke connecties met Bollywood-cinema gebruikt voor 'filmische 
routes' tijdens hun reizen naar India.

Hoofdstuk 5 gaat in op het potentieel van één van de karakteristieke 
eigenschappen van Bollywood-cinema — de filmi song — in het 
mobiliseren van plaatsvertellingen en het soort ervaringen dat het ter 
plaatse biedt. Filmi songvideo's, die kenmerkend zijn voor de Bollywood-
cinema, bieden filmmakers interessante mogelijkheden om verschillende 
uitzonderlijke producties te verkennen die spektakel en vernieuwing voor 
het medium uitnodigen. Met deze vraag ben ik geïnteresseerd in hoe deze 
filmmuziekvideo's bijdragen aan de manier waarop Bollywood-toeristen de 
daarin getoonde plaatsen ervaren en hoe de lokale belanghebbenden deze 
nieuwe en veelzijdige verandering ervaren. Ik neem deze vraag over in het 
hedendaagse geval van de filmi song Gerua (Diwale, 2015), exclusief afgebeeld 
in IJsland, om de discussie te ondersteunen. Deze case is geselecteerd op basis 
van hoe 'offbeat' Europese bestemmingen nu worden gebruikt als reactie 
op de groei van Zwitserland, waarom het publiek gemotiveerd is om ze te 
gaan bezoeken en wat voor soort 'ervaringen' ze ter plaatse hebben. In dit 
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241hoofdstuk heb ik vastgesteld hoe filmi song toeristen deze ongebruikelijke 
ervaringen gebruiken om hun sociale status te vergroten. Verder kwam 
ik tot de conclusie dat Bollywood-toeristen de neiging hebben om het 
bestemmingsverhaal te herwerken tijdens hun bezoeken aan bepaalde 
plaatsen als fans.

Ten slotte wordt in hoofdstuk 6 gekeken naar de gesimuleerde ruimte 
van Bollywood Parks Dubai, als een soort machtige plaats die verschillende 
ideeën van India en wat het betekent om Indisch te zijn — Indianness — 
doorgeeft in het buitenland. Verder wordt er ingegaan op de manieren waarop 
Indiase toeristen deze begrippen ervaren tijdens hun vakantie. Door deze 
vraag aan te nemen, ben ik geïnteresseerd in hoe Bollywood Parks Dubai 
dit alles vertegenwoordigt buiten zijn nationale grenzen, waardoor de noties 
van ‘thuis’ en ‘erbij horen’ in een geglobaliseerde wereld verder worden 
ingevoerd. Daarom probeert deze casestudy toe te lichten hoe bezoekers de 
populaire representaties van Bollywood en verwante noties van Indianness 
ervaren en toe-eigenen in een in themapark puur gebaseerd op Bollywood. 
Het bestuderen van de ervaringen van Indianness in de Bollywood Parks 
Dubai stelde me daarom in staat deze studie in een transnationale context 
te plaatsen. Hier beargumenteer ik verder hoe Bollywood Park Dubai 
een culturele identificatie biedt aan Indiase bezoekers en hun fandom 
legitimeert in een themaparklandschap dat vaak gebaseerd is op westerse 
mediafranchises. Verder wordt er gekeken naar hoe Bollywood Parks Dubai 
Indiase bezoekers een podium biedt om hun Indianness buiten India op 
te voeren.

In hoofdstuk 7 bespreek ik de algemene conclusies van dit proefschrift 
en ga ik verder dan het geven van hoofdstukspecifieke conclusies die in de 
voorgaande hoofdstukken naar voren zijn gebracht. In het bijzonder geef ik 
concrete inzichten in de motivaties, ervaringen en waarden van Bollywood-
toeristen in de verschillende casestudies. Hier laat ik de verschillende 
manieren zien waarop Bollywood-toeristen voornamelijk worden gemotiveerd 
door de betekenis die Bollywoodverhalen hebben in hun dagelijks leven. Ik 
beargumenteer dat Bollywood en aanverwante populaire cultuurindustrieën 
zo diep verankerd zijn in het dagelijks leven van een groot deel van de Indiase 
mediaconsumenten, dat voor veel van hen deelname aan Bollywood-toerisme 
nauwelijks 'fannish' meer aanvoelt, omdat het een verlengstuk van hun 
culturele identiteiten is geworden. Het uitvoeren van Bollywood-toerisme 
wordt dan een onderdeel van het uitvoeren van hun Indianness terwijl ze 
op vakantie zijn omdat ze contact maken met bredere noties van ‘thuis’ en 
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‘erbij horen’. Bollywoodtoeristen worden verder verleid door de 'off-beat' 
aard van reizen die ze krijgen door zich over te geven aan Bollywood-
toerisme, waardoor ze sociaal en symbolisch worden onderscheiden van hun 
leeftijdsgenoten. In het bijzonder is het duidelijk dat de transnationale context 
Bollywood-toeristen in staat stelt een anker te vinden in de Bollywood-
verhalen waardoor ze de wereld bekijken.

Ter plaatse was het vooral interessant om te ontdekken hoe Bollywood-
toeristen verschillende ervaringen hebben op basis van wat verschillende 
media bieden. Hier betoog ik dat Bollywood-toerisme een meerledige 
performatieve ervaring mogelijk maakt vanwege het transmediale karakter van 
drama, muziek en film, waardoor de ervaring van Bollywood-toerisme wordt 
onderscheiden van andere vormen van mediatoerisme. De ervaringen van 
Bollywood-toeristen ter plaatse hangen dan af van de mate van verbondenheid 
die ze hebben met de media, het mediaformaat zelf, welke persoonlijke 
betekenis het voor hen heeft en in hoeverre ze gezien willen worden als 'fan'. 
Uiteindelijk identificeer ik twee belangrijke manieren waarop Bollywood-
toeristen de locaties ervaren: a) Thuis en erbij horen en b) Gepersonaliseerde 
belichaamde ervaringen. De ervaringen van Bollywood-toeristen worden 
zinvol omdat het hun fandom en culturele identiteit legitimeert, vooral in 
een transnationale opzet. Als zodanig waarderen Bollywood-toeristen hoe 
ze door deelname aan het fenomeen Bollywood-toerisme tegelijkertijd door 
de fysieke wereld en hun innerlijke wereld kunnen navigeren.

De bevindingen van dit project zullen toekomstige filmmakers en 
locatiemanagers helpen om hun aanbod te stroomlijnen en bestemmingen 
efficiënt te beheren, wat bijdraagt aan de maatschappelijke relevantie van 
dit onderzoek. Door een exclusief op de studie van 'Bollywood-toerisme' 
te focussen, heeft dit proefschrift tot doel de bestaande debatten op het 
gebied van mediatoerisme, dat historisch gezien nogal westers was, te 
decentraliseren. Door de nadruk te leggen op toeristen van Indiase afkomst 
en de ‘diasporische mediatoerist’ te conceptualiseren, wil dit onderzoek 
verder afwijken van de rijke, blanke en westerse toeristen die dominant zijn 
op het gebied van mediatoerisme.
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Rotterdam

• Besides the Screen: Geographies, Spaces, and Places Outside the Screen 
University of Nottingham Ningbo China (unnc), June 10,11 & 12, 2021 
Besides the Screen Conference, https://besidesthescreen.com/ Online 
presentation

• i world cinema international conference (edition: cinema of 
india): 15-16 June, 2021, Universidade de complutense, Madrid, Online 
presentation.

INVITED LECTURES
• Contents Tourism conference, tufs, Tokyo Japan 6-7-8-9th June, 2018

• Guest Lecture course Cultural Heritage, ma programme 2018-2019 
Erasmus University Rotterdam

• Dept. of Media and Communication Studies, Savitribai Phule Pune 
University, Media Research Research workshop, 20th August, 2020.

• Dept. of Media and Communication Studies, Monday Forum, Savitribai 
Phule Pune University, 31st August, 2020

• Guest Lecture, course: ma Global Media Industries, Radboud University, 
Nijmegen, The Netherlands

• Guest Lecture: Master of Cultural Entrepreneurship, 23rd November, 
2020, Erasmus University Rotterdam. Topic: Interviews and Place in 
Film Tourism in India.

• Guest lecture, course ma elective in Media Tourism. 18th February, 2021 
Erasmus University Rotterdam

• Guest Lecture, course ma elective in Media Tourism, 17th February, 2022, 
Erasmus University Rotterdam

INTERNAL PRESENTATIONS
ermecc Lunch Seminar, 15th May, 2018
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TRAINING AND EDUCATION COMPLETED  
(TOTAL CREDITS EARNED 16,50)

• How to survive your PhD

• Professionalism and Integrity in Research

• How to make your proposal work for you

• English Academic writing for researchers

• Qualitative Analysis using Atlas.ti

• Canvas training workshop — risbo

• Project management

• Deans Masterclass’

• How to make an assessment Matrix — risbo

• Analytical Storytelling

• PhD course/Summer School: Researching Transnational Television: 
Research challenges and matters of translation — Aarhus University

• Participatory Action Research

DIDACTIC TRAINING
• Basic didactics — risbo

• utq — University Teaching Qualification — risbo

• ugc-net (India)

GRANTS
eshcc Incentive Grant 2021

POPULARIZATION/DISSEMINATION
• Radio interview: Radio Sangam, Den Haag.

• Worlds of Imagination Blog

• Organized panel discussion, Kala Ghoda Arts Festival

• Organized Locating Indian Cinema symposium at Tata Institute of Social 
Sciences, Mumbai

• Instagram Live session on Bollywood Tourism with MidEarth
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INTERNATIONAL EXCHANGE
Research Exchange — Erasmus+ fellowship to Tata Institute of Social 
Sciences, Mumbai, India

OTHER ROLES DURING THE PHD TRAJECTORY
• Vice-chair, ermecc PhD club (2018-2019)

• Chair, ermecc PhD club (2019-2020)

• Representative, Dept. of Arts and Culture Studies, PhD Council, Erasmus 
Graduate School (2018-19)

• Representative, Dept. of Arts and Culture Studies, Erasmus PhD 
Association Rotterdam (epar) (2017-2019)

COURSES TAUGHT (2016-2021)
• cc1016  Introduction to Social Science Methods

• cc2014  Methods of Qualitative Research

• cc1008  Academic Skills

• cc3003  Bachelor Graduation Project (ba thesis) supervision/  
  Pre-Master (Arts Culture and Society and Tourism Culture 
  and Society) thesis

  Class theme: Digital Media, Place and Culture

• cc4250 ma thesis supervision Tourism, Culture and Society
  Tracks:
  an01 Global Media and Transnational Mobilities
  an02 Transmedia Tourism
  an03 Creative and Cultural Tourism







As the global appeal of Bollywood continues to grow, Bollywood tourism 
is increasingly becoming popular among its fans. But what inspires 
and motivates these fans to conduct these trips to places beyond their 
regular scope? What kind of experiences do they have on site? And 
in the end, how do they evaluate their experiences? This dissertation 
attempts to understand these questions through empirical research in 
varying transnational contexts. By examining the diasporic consumption 
of popular cinema and their cinematic imagination of their Homeland, 
the embodied experiences of filmi song tourists, and finally, by locating 
the experience of Indianness at Bollywood Parks Dubai, this dissertation 
has considered a variety of media formats to generate, analyze and infer 
from interview data and observations aiding theoretical refinement of the 
phenomenon. In doing so, this dissertation attempts to place Bollywood 
tourism practices within larger discussions of contemporary culture and 
make sense of how and why Bollywood tourists are becoming important 
within the wider tourism discourse.


