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Underground music scenes and DIY cultures

Paula Guerra'
Tania Moreira?

The underground music scenes were, for a long time, associated with strong DIY (do-it-
yourself) cultural practices. Consequently, in this book we intend to discuss the importance of
underground artistic and musical practices in contemporary society, both for its volatility and
for its undeniable importance in youth urban cultures, keeping a record of sociological
reflection, although open to all other social sciences. Underground urban musical cultures
were and still are considered by many as illegitimate objects of analysis within the framing of
contemporary social theory. However, these cultures play a central role in the functioning of
music (post) industry and in the outlook of emerging digital media. We also intend to clarify
the musical scenes that run through contemporary cities, giving them rhythms but also specific
forms of cultural identity, as well as a new historical, social and artistic heritage. In sum, this
book aims to explore the contemporary landscapes of underground urban music scenes and
DIY cultures in a context of globalized modernity. The book is organized according to the
following seven thematic areas: Music and DIY cultures: DIY or Die!; Porto calling: meanings,
dynamics, artifacts and identities in today's punk scenes; Music scenes, politics and ideology:
social-historical memories and contemporary practices; Contemporary underground cultures'’
aesthetics: between the digital, the retro and the nostalgia; Musical production, mediation,
consumption and fruition in the contemporaneity; Underground music scenes; and, last, Local
scenes, communities, identities and urban cultures.

The thematic area “Music and DIY cultures: DIY or Die!” examines how young people
involved in underground music scenes are actively forging DIY careers though applying skills,
for example in production, promotion, composition and performance, acquired through long-
term immersion in these scenes. This panel features papers from a diverse range of local
contexts and core to each one of this papers, and is an illustration of how youth culture can
no longer be regarded purely as a leisure-based and age-demarcated phenomenon but must
also be seen as a platform through which young people acquire practical skills and
competencies in an era of risk, uncertainty and precarious living. The thematic “Porto calling:
meanings, dynamics, artifacts and identities in today's punk scenes” features a set of papers
whose objective is the description, analysis and discussion of several punks throughout the
world. One of the subjects of these papers is the analysis of the relationship between punk,
youth cultures and DIY. Thus, the importance of punk in the youth culture structuration plays
a major role in the analysis, serving as an ignition to the discussion of actual subcultural or
countercultural filiations. The DIY and authenticity are clearly associated with punk, so it is
fundamental to understand how they materialize in daily strategies and practices, giving birth

" Faculty of Arts and Humanities, Institute of Sociology, University of Porto, Griffith Centre for Cultural
Research, KISMIF Project Coordinator, Portugal
? Faculty of Arts and Humanities, University of Porto, KISMIF Project, Portugal
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to particular identities and lifestyles. Another subject are the punk scenes related to the
political activism, resistance practices and the rise of contemporary social movements — where
punk is present and playing some kind of role, depending on the context. The presented
papers discuss political visions (left-right), ideological inclinations (anarcho-punk), press,
graphic design, pussy riots... The subcultural belonging has an inevitable connection with
genre and ageing. The orientations and the aesthetic bindings of punk and their inscription in
the body, as well as the affections towards certain bands deserve special attention in this
thematic section.

The relationship between art, culture, ideology and politics has raised, since long time ago,
a great interest from the social sciences. Particularly, since the cultural studies advent it
emerged a great interest in the study of countercultures and urban subcultures, especially in
what concerns their dimension of protest and resistance, through different ways and
languages, to cultural, political and ideological hegemonic manifestations. This thematic
section of the KISMIF International Conference “Music scenes, politics and ideology: social-
historical memories and contemporary practices” aims to contribute to review and update this
discussion, examining different (sub)cultural underground manifestations, speeches and
practices, located both in the past and in the present, situating them historically, culturally and
politically, and trying to debate them in their different dimensions and perspectives.

The relationship between society and contemporary culture with its past is certainly a
theme that has occupied social sciences in the last decades. In this context, concepts like
memory, heritage or tradition are very relevant and studied in these fields. Recently, new
discourses related with luxury, “retromania” and nostalgia invaded contemporary cultural and
artistic production and consumption. What is the influence of retro/nostalgic approaches in
contemporary artistic production? How does it influence the work processes and management
of artistic careers? And how about the consumption? What techniques and modes of
production have been recovered? Another relevant topic in this thematic section of the
conference is the growing importance of digital media and culture in contemporary
underground cultures, at different levels. How does it influence the authors’ creativity and
modes of production, allowing the emergence of new aesthetic languages or even new tools
and musical instruments? Moreover, is it changing their role, making relevant the links
between authorship and production? What is the relevance of digital networks? What kind of
relationships are been established between new and "old" medium in contemporary artistic
production? How musicians taking advantage of the digital media to structure their careers?
What has changed in gatekeeping processes? These are some of the main topics covered in
the thematic section “Contemporary underground cultures’ aesthetics: between the digital,
the retro and the nostalgia”.

The musical consumption has been an important subject in sociology during the last three
decades. Crossed by quantitative (Bourdieu, 1984, 2004, 2007) and qualitative (DiMaggio,
1987; DeNora, 2000) methods, the classical researches in this area highlighted the role of
music as a way of social distinction and status. Recently, the usefulness of the links between
musical taste and status has been shown more complex. It's worth to mention the work
produced by the Cultural Studies of Birmingham and its contemporary re-updates, especially
in their contributions to the construction of social identities and to all the processes by which
meanings were attributed to musical works and public engagement (Hebdige, 2004; Feixa,
1999; Hall, 2003; Bennett & Peterson, 2004). Thus, in the thematic area of “Musical

L
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production, mediation, consumption and fruition in the contemporaneity” we intend to
present a range of discussions on this issue.

Sarah Cohen recognized an effective relationship between music and local identity (Cohen,
1991, 1993; Corral, 2008), supplanting the classical approach of cultural studies and engaging
a demarche based on the spatialization of group dynamics of music consumption. This
approach has been extremely useful to sociology because it is based on the concept of scene
(Bennett & Peterson, 2004:6-7; Bennett, 2004) as a social construction buoyed by the
networks and patterns of interactions that occur in a given space-time. Thus, a scene refers to
a cluster of social and cultural activities without rigid boundaries, but with an attachment to a
space of interactions. Scenes can be distinguished from each other by their geographical
location, the type of cultural production which identifies them or by the social activities which
animate them. The great virtue of the concept is based on the fact that it makes us an
invitation to the mapping of urban territory, to the new forms and new uses, to the new
semiotics, to the new relationships (Straw, 2005: 412). And the papers presented in this book
are rooted in it. Like Barry Shank (1994) said, a scene can be defined as a significant community
of sounds, images, lifestyles, aesthetics... The concept of scene is a way of expressing the
theatricality of the city or the city's ability to generate images of the interactions. So, it captures
the sense of the bustling city, the everyday sociability. Will Straw believes that the most
frequent and repeatedly identified scenes are those related to music (Straw, 2005: 412). The
production and consumption of music are, in effect, sociability multipliers. The music, more
than any other artistic field, is part of the bodies, groups and interactions (Hennion, 1993).
The last two parts of this book condense two thematic areas of discussion about the
contemporary cultural and musical scenes: “Underground music scenes” and “Local scenes,
communities, identities and urban cultures”.

This object of analysis and inspiring motto of this book falls within the development of the
scientific research project Keep it simple, make it fast! (KISMIF): Prolegomenons and punk
scenes, a road to Portuguese contemporaneity (1977-2012) (PTDC/CS-SOC/118830/2010),
whose goal is the analysis of the punk manifestations in Portugal since its origins until
nowadays (1977-2012). KISMIF is supported by the Portuguese Foundation for Science and
Technology (FCT) and is being developed in the Sociology Institute of the Faculty of Arts of
the University of Porto (IS|UP) in a partnership with the Griffith Centre for Cultural Research
(GCCR), the Universitat of Lleida (UdL), the Faculty of Economics of the University of Porto
(FEP), the Faculty of Economics of the University of Coimbra (FEUC), the Faculty of Psychology
of the University of Porto (FPCE) and the Lisbon Municipal Libraries (BLX). KISMIF’s approach
is trans-disciplinary (Anthropology, History, Psychology, Communication, Journalism and
Sociology) and deals with different time and space frames, in both synchronic and diachronic
manners, in order to unveil the curtains that hide this barely visible and complex research
object. It privileges a dialogue between punk’s production and reception, within the
Portuguese urban culture framework, but it also intends to conceptualize the music
phenomenon both as one the most ancient, universal and important ways of communicating
and as an important tool to build identity and community identity definition.

Here is an invitation to reading the various texts and approaches about contemporary music
scenes, in the lookout for an open and deep debate about the cultural and symbolic changes
which have been operating at fast pace in this late modernity.



14 ‘ Keep it Simple, Make it Fast! An approach to underground music scenes

References

Bennett, A.; Peterson, R. A. (Eds.) (2004). Music scenes. local, translocal and virtual. Nashville: Vanderbilt
University Press.

Bourdieu, P. (1984). Questions de sociologie. Paris: Les Editions de Minuit.

Bourdieu, P. (2004). Questdes de sociologia. Lisboa: Fim de Século Edicoes.

Bourdieu, P. (2007). A distin¢do: critica social do julgamento. Sao Paulo: Editora Zouk.

Cohen, S. (1991). Rock culture in Liverpool: popular music in the making. New York: Oxford University
Press.

Cohen, Sara (1993). Ethnography and popular music studies. Popular Music, 12(2).

Corral, J. M. (Ed.) (2008). New wave & post-punk (1978-1984). De Depeche Mode a Franz Ferdinand.
Madrid: T&B Editores.

DeNora, T. (2000). Music in everyaday life. Cambridge: Cambridge University Press.
DiMaggio, P. (1987). Classification in art. American Sociological Review, 52.
Feixa, C. (1999). De jovenes, bandas e tribus. Barcelona: Ariel.

Guerra, P. (2013). A instavel leveza do rock. Porto: Afrontamento.

Hall, S. (Ed.) (2003). Representations: cultural representations and signifying practices. London: Sage
Publications.

Hebdige, D. (2004). Subcultura. £l significado del estilo. Barcelona: Ediciones Paidds Ibérica.
Hennion, A. (1993). La passion musicale. Une sociologie de la médiation. Paris: Edition Métailié.

Shank, B. (1994). Dissonant identities: The rock’n’roll scene in Austin, Texas. Handver & London:
Wesleyan University Press.

Straw, W. (2005). Cultural Scenes. Loisir et société/ Society and Leisure, 27(2), 411-422.

www.punk.pt



Photo given by Hugo Ramone

PART 1 | Music and DIY cultures:
DIY or Die!






1.1. Circuit-bending and DIY culture

Alexandre Marino Fernandez’
Fernando lazzetta'

Abstract

This article analyses Circuit-Bending and its relation to the Do-it-yourself (DIY) culture. Circuit-
bending is an experimental music practice which consists of opening up low voltage (battery
powered) electronic devices (musical toys, radio devices, cd players, etc. — mostly technological
waste) and of changing (bend) the way electricity flows through their circuits in order to achieve
an ‘interesting’ result. After presenting the work of some artists who make use of this methodology
we introduce the concept of proletarianisation by philosopher Bernard Stiegler and how such
methodologies can act as de-proletarianisation tactics. Then, we present the Do-it-together (DIT)
or Do-it-with-others (DIWO) discussion to bring into scene the notion of Relational Aesthetics.

Keywords: Circuit-Bending; De-proletarianisation; DIY Culture; Relational Aesthetic

Introduction

This article relates Circuit-Bending to DIY culture focusing on the anti-consumerist, rebellious
and creative aspects of this experimental practice. Generally speaking, circuit-bending consists
of opening up battery powered electronic devices and of changing (bend) the way electricity
flows through their circuits in order to achieve an ‘interesting’ result. One typically practices
circuit-bending by removing and/or adding electronic components, connecting different
circuits, or even adding organic elements to the circuit (bender’s body or even fruits and
vegetables). The next step usually calls for soldering the components into the circuit or marking
specific places to be touched. Finally, sometimes a case is designed for accommodating this
newly created instrument.

The technique was named in 1992 by Qubais Reed Ghazala, in a series of articles he wrote
for Experimental Music Instrument magazine. He discovered this method in 1967 when he
accidentally let a screwdriver get into contact with the circuitry of a battery-powered amplifier,
producing a short circuit that sounded rather ‘interesting’, as he puts it:

If this can happen to an amp, not supposed to make a sound on its own, what might happen
if one were to short out circuits that already make a sound, such as keyboards and radios and
toys? (Ghazala, 2004, p.97)

Another key player in the scene is Nicolas Collins, who developed the concept of Hardware
Hacking, a very similar approach to building experimental instruments. In some sense circuit-
bending has more randomness in its procedures, as the “rules of hardware hacking” (Collins,
2006, p. 7-8) are somehow more “conservative” than circuit-bending. In practice it is very

! University of So Paulo, Brazil.
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difficult to differentiate them and it is very acceptable to say that circuit-bending is inscribed
in hardware hacking.

As part of the experimental music tradition, circuit-bending follows the paths of such
innovators as Alvin Lucier, David Tudor, Gordon Mumma, and John Cage, who pushed music
frontiers forward, and also of Free Jazz, Punk and Industrial Music movements, pioneers in the
DIY approach in music. These movements focus on improvisation; they value the immediacy
and liveness, as well as the present time, in opposition to the “perfection” and cleanliness of
the recording.

As Ghazala puts it, over the last several years, experimentalism has dropped out of
academic environments and we can see that circuit-bending “has taken flight and can be
heard within many popular genres.”? Ghazala argues that “circuit-benders are at the very
forefront of this experience of new experimentalism, constantly pushing music forward with
original discoveries.” (Ghazala, 2005, p.23)

The possibility of oscillating from inside and outside the institutional framework is certainly
one of the remarkable characteristics of circuit-bending. Many of its practitioners recognize
the feature of combining high and low culture, game and art. Being a circuit-bender and a
trained musician himself, north-american Casper Flectronics’ notes that even though the
practice is relatively simple, its appeal is far reaching. The novelty of producing sounds without
the aid of sophisticated apparatuses and by using regular devices modified by the bender
brings a creative perspective to bender activity: “From the viewpoint of the bender one enjoys
the liberation found in modifying mass produced electronics and making them one’s own.”

Casper is also an academic; he states that bending, as an academic research field, “can be
appreciated for its inventive approach to electrical engineering, the encouragement it gives to
guestion the concept of obsolescence, the recycling of discarded technologies.” For him, the
most profound issue brought to surface by bending circuits comes from granting the bender
sight into the world that exists below our familiar world, “for circuit-bending most often
targets children’s toys as creative fodder.” He keeps on arguing that the toys benders use are
usually the one’s they have grown with, having a deep connection with them. This brings
benders a "perceptual shift" regarding the world around them and encourages people to
explore things more closely and "to question what is shown versus what is possible.” He
finishes his statement calling circuit-bending “a creative approach rather than a technical
process” and saying that it “may not be too dramatic to call it a philosophy.” A kind of
philosophy that is able to encourage a “deeper consideration and personal reclamation of a
world which is fast losing its uniqueness and finding in its place faceless products and
manufactured identity.”*

* For more on that matter, see the posts “Who uses circuitbenders?”, “Circuit bent devices used by
popular musicians/bands?)” at http:/circuitbenders.co.uk, the entry http:/Avww.getlofi.com/?p=453,
and also (Tadgh, 2010, p.20).

} http://casperelectronics.com
¢ http://casperelectronics.com/circuit-bending/
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Examples of methodology

Besides the examples of the fathers of the methodology Reed Ghazala and Nicolas Collins,
and the above-mentioned Casper Electronics, there are some other projects worth pointing
out.

The french duo 10Konekt’ (which, in french, sounds like Disconnect), for example, is a free
improvisation group formed in 2007 by Jean Christophe Cochard and Cyril Alexandre which
has the following motto: “The first recorded sound is always good!” With more than 18
releases available in the internet by different labels, they have a very noisy sounding, with a
pinch of punk attitude.

The work of the Dirty Electronics Ensemble®, an artistic group created by British John
Richards, based on the creation of performances that results from workshops. Richards calls
circuit-bending methodology Dirty Electronics or Punktronics, making clear the connection to
the Noise and Punk scenes. His ensemble has already played with key artists and bands such
as Merzbow and Throbbing Gristle.

Dutch artist Gijs Gieskes’ shares the same line of work, but also including an audiovisual
approach. In Gieskes’ website, it is possible to see a lot of his DIY instruments and observe the
aesthetic result of his creations. A nice example is the audiovisual installation ReFunct Media
#5° (done in collaboration with the benders Benjamim Gaulon, Karl Klomp e Tom Verbruggen)
exposed at the Transmidiale 2013, when the artists connected a series of discarded audiovisual
apparatuses to create a really interesting noisy composition.

frgmnt.org is a Barcelona based collective of artists. Their work relates directly to the
Japanese noise music scene and lo-fi aesthetics. Their website presents a series of texts
discussing subjects like Devices and Control, and quoting authors such as Deleuze and
Guattari. They conduct workshops, artistic presentations and talks. Most of their work is freely
available through the Internet.

Kokeellisen elektroniikan seura’ (Association of Experimental Electronics) is an important
collective of bricoleurs with a really strong actuation in the Nordic bending scene. In the
documentary Koelse', it is possible to get in touch with a lot of their ideas and their way of
working.

In Brazil a rich scene related to Circuit Bending practices has developed over the past
decades. Among the most active groups it is noteworthy the work of the collective
Gambiologia", that establishes really strong connections with open source and DIY cultures,
besides its strong relation to hacker culture.

All of the artists mentioned above exhibit a connection with punk, noise and industrial
music scenes, with a more informal approach to the creative process, evidencing a noisier
aesthetic that is closer to free improvisation than to electronic music.

° http://1 Okonekt.blogspot.fr

e http://dirtyelectronics.org

! http://gieskes.nl/

s http://www.recyclism.com/refunctmedia v5.php

° http://kokeellisenelektroniikanseura.blogspot.com.br
0 http://koelsedoc.wordpress.com/eng/

" http://www.gambiologia.net - the name Gambiologia makes reference to a brazilian slang: Gambiarra,
which is used to refer to things done without proper tools or materials, usually due to lack of these.
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Another approach is embraced by such artists as the Spanish Olaf Ladousse', the North-
American Tim Kaiser” and the Brazilian Panetone™. All of them have a more careful work in
designing the instruments and a more controlled aesthetic, closer to electronic music, even, in
some cases, approaching electronic dance music scene'”.

Circuit-bending and DIY culture

By opening their electronic devices and changing the flow of electricity, benders create new
uses and possibilities for the devices in their hands, thus establishing a strong connection
between circuit-bending and the DIY culture. Ghazala explicitly states this relationship in the
following quotation:

My aim, more than a decade ago when | began to write about the DIY of circuit-bending, was
to launch new, unigue instruments by means of explaining only the general discovery process
of circuit-bending instead of using the more standard “this wire goes here” dialogue — a
dialogue that usually results in exact duplications of a target instrument. (Ghazala, 2005, p.xiii)

DIY phenomenon is clearly nothing new. Eric Paulos and Stacey Kuznetsov, in Rise of the
Expert Amateur. DIY Projects, Communities, and Cultures, pose a concise and pertinent
definition for DIY:

(...) any creation, modification or repair of objects without the aid of paid professionals. We
use the term “amateur” not as a reflection on a hobbyists’ skills, which are often quite
advanced, but rather, to emphasize that most of DIY culture is not motivated by commercial
purposes. (Kuznetsov and Paulos, 2010, p.01)

DIY is a practice directly related to the rise of Industrial Revolution, generally taken as a
reaction to its massive mode of production. It is noteworthy how this movement manifests
itself during the modern era. The end of the nineteenth century and the beginning of the
twentieth (with its flourishing appeal of science and technology) presented a first glimpse of
rebellion against the mass production appeal and led to a boom of inventors and hobbyist
activities (together with the avant-garde movements, like futurism, cubism, dadaism, and so
on).

Model building, photography, high-fidelity audio, all created a vast multitude of technical
hobbyists who gathered around specific interests. The fragmentation of the production chain
and the alienation of the individual brought about by mass production sparked new interest
in manual and craft activities. Hobbyists’ activities played an important social role as they
allowed laymen to tackle complex science and technological topics which were shaping the
very idea of modernity.

Such activities were organized through magazines, books, clubs, and suppliers. They also
entailed connecting hobbyists to a specific social network that helped define their
identification with an increasingly homogenized, massive social condition. A remarkable case

" http://www.olafladousse.com
" http://tim-kaiser.org/
" http://panetone.net

" This list could carry on enormously, but it is not the intention of this article, for a longer and more
complete list see (Fernandez, 2013)
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in which audio technology attracted the attention of hobbyists was the radio that was sold in
kits for home assembly in the 1920s and 30s.

However, the Second World War and the globalized consumerist model, weakened this
hobbyist and amateurist movement for a period of time, imposing a mass consumption
mentality throughout most of the western world. This gradual valorization and establishment
of mass-production led to the consumerist, hyper-industrial society in which we currently find
ourselves. In hyper-industrial society, professionals and specialists can be hired to build, create,
decorate, or repair anything, according to market demand. Its logic implies that any product
or service might be available at a nearby mega-store, leaving us time to work on our
specialized, professional careers and earn money to buy any kind of goods or solutions to our
demands.

In music, an initial reaction to such standardizing appears in the Free Jazz movement of the
1960s, with its focus on unrestrained improvisation and the production of records outside the
industrial chain, by such associations as AACM (Association for the Advancement of Creative
Musicians) and Candid Records. In the 1970s, the Punk movement also emerged as a rebellion
against this hegemonic order, bringing DIY to the scene. For these punk artists, ineptitude was
seen as virtue: “the creativity that comes from a lack of preconceptions and willingness to try
out anything, even if badly” (Hegarty, 2008, p.89). Similar to Free Jazz, punk artists such as
Crass, for example, also joined forces to release their records, bypassing the record industry,
and criticizing the musical marketplace from a DIY perspective.

In the 1990s, the DIY movement became stronger due to the rave culture and the
beginning of the netlabe/ movement, both focusing on independent production (of venues
and records). And, in the twenty-first century, with the Internet becoming a vast network of
information exchange, the DIY movement expanded, increasing the amount of adherents in
several fields: from growing herbs indoors, to producing textiles, knitting and crocheting, to
working on different kinds of electronic projects.

Juan Ignacio Gallego Perez, in the article DO /T YOURSELF: Cultura y Tecnologia, argues
that this form of production allows “any person to create, distribute, and promote a product,
encroaching upon the basic rules of capitalist society.” (Perez, 2009, p.279) He shows that the
DIY culture implies three states: an ideological/political one, rebelling against the hegemonic
marketing order; an industrial one, searching for new ways of production, outside of mass
culture; and an aesthetic one, pursuing singular forms of expression. According to Perez, one
of DIY’s main goals is to abolish specialization, and one of its characteristics is the breakdown
of the lines that separated worker and creator, “along with the possibility that anyone could
be a creator, regardless of origin or background.” A thinking based on the subversion of the
age-old idea of “look before you leap,” rather than an attitude based on action -- “first act,
then think” --, which he compares to movements like Situationism'®. He follows by arguing
that the DIY movement “changes social relations, creating a community feeling, independent
from industry, which seeks to change ordinary mercantile relationships” (Perez, 2009, p.280).
Hence, the social order we have just pointed out merits further inquiry.

0 Situationism, or Situationist International, refers to an internationalist group of revolutionaries, based
mostly in Europe. Their most prominent theoretical work is Guy Debord’s The Society of the Spectacle.
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General proletarianisation

One key aspect of this social context is what French philosopher Bernard Stiegler calls General
Proletarianisation, where “human knowledge is short-circuited as a result of its technological
reproduction and implementation.” Such movement is amplified by the globalization of the
consumerist model, in which not only the know-how (savoir-faire) of workers becomes
obsolete, but mainly their knowledge of how to live (savoir-vivre). That way, citizens “become
as such mere consumers: a good consumer is both utterly passive and irresponsible.” (Stiegler,
20104, p.11)

Stiegler uses the word proletariat in its original meaning, referring to the loss of knowledge
of some kind, such as that suffered by factory workers in Marx’s time as a result of their highly
specialized functions (condition satirized by Charlie Chaplin in his masterpiece Modern Times).

The question of proletariat, though, has very old roots. According to Stiegler, this process
did not start with the Industrial Revolution, but at the beginning of mankind and it was already
noted, for example, by greek philosopher Plato:

(...) the process of proletarianization marks the beginning of humankind. (...) It is first of all
the exteriorization of knowledge in technics. It begins with technics. Now the problem is, what
is the gain of the process of exteriorization for humanity? Is it creating heteronomy or
autonomy? (Stiegler, 2011, p.37)

Evoking Kant, Stiegler does the following reflection:

(...) if you are reading my books in order to avoid thinking for yourself, out of laziness for
instance, you are proletarianizing yourself. (...) Reading books without reflecting upon them
and critically engaging with them leads to minority, not maturity. (Stiegler, 2011, p.37)

He argues that the question of proletarianisation is at the origin of philosophy, being,
essentially, a question of autonomy versus heteronomy. It is important to clarify that, for
Stiegler, pure autonomy does not exist: there is no autonomy without some level of
heteronomy.

Besides the remote origins of the concept, the process of proletarianisation is gestated in
the midst of the nineteenth century with the creation of modern advertisements and becomes
endemic and global after the beginning of the hyper-industrial society. Another key factor in
this process occurs in the beginning of the twentieth century when Freud’s nephew, Edward
Bernays, invented the basics of marketing by organizing “the captivation of the consumers’
attention, and thus of the libidinal energy that marketing must seek to redirect from the
consumers’ primordial objects towards the commodities.” (Stiegler, 2007, p.33-37).

The consumerist model, he says, appears as ways of solving an efficiency crisis in the
capitalist order, and was an important step towards hyper-industrial age. The problem is that
this model leads to another crisis, that of /ibidinal energy’. To captivate this energy source,
people are enticed, by marketing strategies, to consume - in order to create a chain of
production and consumption. The side effect is that these marketing strategies end up

" “industrial life tends to channel individuals’ libidinal potential, that is, their desires, because in order
for people to consume objects, it is mandatory that they first want them. But this captivation is
destructive, it is a destructive control, as also said in mechanical geniality, meaning that what is submitted
to control ends up being destroyed by what it controls. And if we believe, like | do, that we live in the
era of the capitalist order that exploits libidinal energy (as it previously exploited fossil fuels, natural
resources, etc.) then, hyper-industrial capitalism is on the verge of a serious crisis.” (Stiegler, 2007, p.26)
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prevailing, thereby destroying singularity - together with the will to live (the libido). This
context obstructs the process of individuation™, resulting in a process he calls disindividuation:
"a process that destroys the collective and destroys culture. And this disindividuation is also a
kind of proletarianisation.” (Stiegler, 2010a, p.17)

DIY as de-proletarianisation tactics

Bernard Stiegler sees the processes of de-professionalization of the contemporary era as a
possible means of escape from this situation. For him, the revalorization of the amateur made
possible by digital technology and strengthened by the Internet can create a new avant-garde
and form new audiences. Nevertheless, he argues that in order for this process of subverting
the consumerist mindset to happen, users have to become creators themselves, cease to be
simply passive consumers, produce knowledge, and shake the grounds of the capitalist
structure.

Circuit-bending (as most DIY culture strategies) encourages amateursto leave the status of
passive consumers, and so it can be seen as a de-proletarianisation tactics, as it calls for a “far-
reaching process of de-proletarianisation, that is, the recovery of knowledge of all kinds”
(Stiegler, 2010a, p.11).

Seen by this prism, circuit-bending (where one can learn how to solder, explore the
different electronic components, experiment with electromagnetism, etc.) can appear as a
crackle in the consumerist society, since the methodology is based on an experimental
approach, a trial-and-error attitude that rebels against buying new hi-tech tools. The goal is
the unexpected, neither the perfection nor the efficacy that hyper-industrial society demands
from its processes. Benders seek, within this unexpectedness, a genuine learning experience:
creation and discovery. When practicing circuit-bending, the primordial aim is not to play the
latest hi-tech tool, working only with inputs and outputs in a simplistic way, but rather to
experiment, to create something unique.

Circuit-bending, then, is an interdisciplinary artistic methodology, a mixture of electric
engineering and music, but also some amount of design, sound art, and performance.
Emphasis lies in its procedural character and its focus on the concept. As John Cage says: “the
utility of the useless is good news for the artists. For art does not have a material objective.
Has to do with changing of minds and spirits.” (as cited in Campos, 1998, p.130) The tonic
note of circuit-bending is transforming the useless and the expendable into raw material for
creation and production, creating singular and unique musical instruments, out of the
standardization process of the hyper-industrial society.

"® “To individuate oneself is to learn, to experiment, to become what one is by making the passage to
the act of a potential that lies within every noetic soul.” (Stiegler, 2010a, p.16) and also: “Simondon
says that if you want to understand the individual, you need to inscribe the individual in a process of
which he is only a phase. As such, the individual has no interests. The individual is only an aspect, or
phase of a process, but the process is what is important. So what is this process? It is the process of
individuation, that is of transformation, and for Simondon, everything is caught up in and brought into
a process of individuation. For example, the passages of life are a process of individuation, but ‘technics’
are also processes of individuations.” (Stiegler, 2010b, p.3)
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Scattering, distraction, diversion

Another key aspect of the social context we believe to be worth discussing here is that of
scattering.
According to Vilém Flusser,

Technical images are at the center of society. But because they are so penetrating, people
don’t crowd around them; rather they draw back, each into his corner. A technical image
radiates, and at the tip of each ray sits a receiver, on his own. In this way, technical images
disperse society into corners. (...) Media form bundles that radiate from the centers, the
senders. Bundles in Latin is fasces. The structure of a society governed by technical images is
therefore fascist, not for any ideological reason but for technical reasons. As technical images
presently function, they lead on their own to a fascistic society.(Flusser, 2011, p. 61)

An important issue to the Czech-Brazilian philosopher relating the social scatter provoked
by the supremacy of the apparatus is the dissolution of the family. As he puts it: children “who
sit in isolation at their computer terminals with their backs to one another have no social
awareness. They belong to no family and identify with neither nationality nor class.”. (Flusser,
2011, p.63) Such tendency is even more evident in our age of smartphones and tablets, with
even friendlier interfaces, easily mastered by children. Children’s attention, in that context, is
no longer in the exterior world, place for real (as opposed to virtual) social interactions,
resulting in the lost of their abilities to play with one another, an essential process in acquiring
social skills, leading to a great level of scattering.

Flusser does not see this process as a vertical imposition (top to bottom), but as a
spontaneous process in modern societies. He states that “people want to be scattered by the
images so that they don’t have to collect and assemble themselves, as they would if there
were in fact a dialogue.” (Flusser, 2011, p. 65)

Drawing from Hegel, he argues that communal groups like family and communities possess
a clear distinction between the private (in-group) and the public (out-group). Such groups
suffer what Hegel called “unhappy consciousness”, as they are always aware of losing
something depending on their choices (“if | go out into the world, | lose myself in it, and if |
go into myself to collect myself, then | am lost to the world”). That is why people choose to
be scattered, diverted, in search for a generalized “happiness”, a search that overcomes an
unhappy consciousness. By breaking the notions of public and private, the scattered individual
believes to soothe his consciousness, therefore the will to be entertained and the refuse to
concentrate and focus. “Every dialogue is dangerous because it could awaken the unhappy
consciousness from its sleep.” (2011, p. 65) Flusser, then, describes the consumerist society
we live in:

Psychoanalysis describes this happiness as the oral-anal phase; cultural analysis calls this
happiness "mass culture.” It is happiness at the level of the nursery, intellectually as well as
morally and aesthetically. The present dispersal of society can be seen as a move toward this
happy twilight condition. (Flusser, 2011, p.66)

We argue that methodologies such as circuit bending (as most of the experimental
tendencies in the arts of the late twentieth and beginning of the twenty-first centuries) can
act as alternatives to this scattering, zombie-state tendency. For that to happen, it is mandatory
for the bender to be conscious that his actuation in the apparatus world always occurs in the
form of a game, but that this game can be played according to the intentions and rules of the
hegemonic metaprogramming or that these rules can be broken and a new set of rules can
rise, seeking to overcome that hegemony. Without such a consciousness, benders tend to
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loose the experimental attitude, associating themselves with commerce and capital, losing a
great deal of autonomy, in a process of proletarianization and desindividuation, as discussed
earlier. That risk is not only present in circuit-bending methodology, but also in all DIY scenes
happening in the last 20 years or so.

DIT - relational aesthetics

The scattering process is probably the main reason why, in recent years, we can observe a
tendency in DIY movements: from Do-It-Yourself to Do-It-Together (DIT) or Do-It-With-Others
(DIWO).

The issue is that there can be no individuation in the realm of the individual. A process of
transindividuation (a wider and more profound process that occurs between distinct
individuals) is always necessary for real individuation to happen. As French art curator and
critic Nicolas Bourriaud puts it: “the essence of humankind is purely trans-individual, made up
of bonds that link individuals together in social forms which are invariably historical (Marx: the
human essence is the set of social relations).” (Bourriaud, 2009, p.25)

Stiegler says that the process of transindividuation depends on the creation of circuits
which starts as simple processes of co-individuation (a simple conversation, for instance, where
both interlocutors are really interested in the subject and produce a sincere exchange of ideas,
where both their repertoires are augmented by the dialogue).

He argues that what forges a great artist, a great philosopher, a great person is the fact
that such a person is “somebody really specific, singular—somebody who is recognized as a
singularity who has created a new type of circuit on which other people can come and
continue the circuits.” (Stiegler, 2010b, p.4)

That is the importance of this new tendency, where artists begin to work in a more
interdisciplinary way, with the collaboration of other individuals, mainly through network
technologies. In such collaborative projects, there is an intense exchange of information,
building platforms for the creation of new ways of doing stuff. According to John Dimatos,
“collaborative projects require a level of humility and understanding of the ultimate mission.
Only then do they have the ability to be truly transformative.

Vilém Flusser seems to be describing the tendency towards DIT and DIWO movements
when he makes the following statement:

n19

This, | believe, is the project of the new revolutionaries. It is an opposition to the present
society, controlled as it is by discursively ordered images. But it is not an attempt to reconstruct
any social configuration from the past. Contemporary dispersal cannot be reversed. On the
contrary, it requires a new form of assembly. It is high time that our received, consecrated
groups fell apart. They were pernicious, ideologically grounded, misery-making groups. Now
that they are about to disintegrate completely, new groups can be formed. They can be
"informed." The task is to reintegrate a society that has disintegrated into the infinitesimal.
Such formulations of contemporary activism are intended to show how firmly contemporary
revolutionaries are rooted in the dimensionless universe, on the grounds of hallucinatory,
image-producing abstractions. (Flusser, 2011, p.68)

Such a tendency of “doing it together” appears in the circuit-bending scene in two ways:
first at concerts, usually performed as a collective free improvisation; and second through

19http://www.psfk.com/201 0/04/diwo-as-the-new-diy-psfk-conference-good-ideas-on-
changemaking.html#!vl70
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workshops, which are very important to most bending groups (both Ghazala and Collins, for
instance, are very active instructors).

About the first aspect, the concerts, it is revealing to hear Nicolas Collins” point of view,
captured in an interview recorded in Sdo Paulo, just before a presentation of one of his latest
performances: Salvage. When questioned about his main interests as a composer, he gave the
following answer:

I'm interested in those types of chaotic situations and I'm very interested in collective music
making. | really like the idea of having twenty or thirty people making music together. But i'm
not particularly interested in listening to them play notes on their instruments. (...). So I'm
interested in merging this semi-chaotic electronic world with groups of players to create a kind
of an improvised electronic ensemble, that has this high degree of chaos and unpredictability
in it. And then figuring out ways to sort of shape the performance to give it some kind of
form. And that's what this little piece does. (Fernandez & Lima, in press)

In this quotation, it is possible to note his interest in the collective aspect we've been
discussing: seeking to get away from the individualistic tendency, electronic music has gotten
into (especially when we deal with laptop music or DJing) working in a collective environment
of musical production, making it possible for transindividuation circuits to rise.

Another noteworthy example of DIT can be found in the Dirty Electronics Ensemble.
According to Richards, “in Dirty Electronics the ethos is not only DIY, but also DIT.” His main
goal is to “get away from the idea of the solo electronic musician and work in a more fluid
and collective way."” That way he became less bothered by his own system, and began to think
“how a large group could perform a new electronic music repertoire.” (Richards, 2011, p.23)

In the documentary Charge/Discharge®, directed by Andrew Hill, this DIT attitude is made
visible. Another key aspect, for Richards, is that the performance not only occurs in the
moment of the public presentation of the work, but is already happening during the
workshop, when the devices are being constructed by the participants. He avoids talking about
the workshop and the performance as two separate moments, since building something in a
workshop and playing in a concert are not necessarily separate activities. According to him, in
the logic of Dirty Electronics (his way of calling his bent or hacked devices), performance and
workshop are part of a “holistic event”.

Relational aesthetics

That aspect calls for our final topic: the discussion of Relational Aesthetics. The term appeared
in art criticism in the last years of the 1990s and, as Jacques Ranciére suggests, is characterized
as “an art creating no more works or objects, but ephemeral situations prompting new forms
of relationships.”*' For Nicolas Bourriaud, relational aesthetics takes “as its theoretical horizon
the realm of human interactions and its social context, rather than the assertion of an
independent and private symbolic space.” (Bourriaud, 2009, p.19)

Artists involved in relational aesthetics constitute a “group of artists who, for the first time
since the emergence of conceptual art in the mid-1960s, simply do not take as their starting
point some aesthetic movement from the past.” (Bourriaud, 2009, p.61)

** http:/vimeo.com/47413553
2 http://roundtable.kein.org/node/463
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It is important to notice that for Bourriaud art has always been, in one way or another,
relational. The singularity of relational aesthetics consists of putting the relational question in
first place and seeking relationships between art and extra-artistic universes. This kind of
strategy has been around since the 1960s, and has been resumed by artists in the late 1990s,

(...) but the definition of art, which was central to the 1960s and 1970s, was no longer an
issue. The problem was no longer the expansion of the limits of art, but testing art’s capacity
for resistance within the social field as a whole. (Bourriaud, 2009, p.43)

These artists do not consider intersubjectivity and interpersonal interactions only as
“fashionable theoretical gadgets”, nor as technical pretexts to an art practice. They consider
these elements that allude to the interpersonal relationship “at once a starting point and a
point of arrival, or in short the main themes that inform their work.” What is produced by
them are “relational space-times” which seek to accomplish “interhuman experiences that try
to shake off the constraints of the ideology of mass communications”, where “alternative
forms of sociability, critical models and moments of constructed conviviality” are developed.
(Bourriaud, 2009, p.62)

This kind of artistic practice represents a transformation in collective sensibility: from the
1990s on, “the group is thrown against the mass, neighbourhood against advertising, low-
tech against high-tech, the tactile against the visual.” (Bourriaud, 2009, p.65) But the main
change occurred with the end of the modern distinctions between “popular culture” and
“high culture”.

That been said, we believe it is possible to inscribe some circuit-bending and hardware
hacking concerts and workshops as examples of this “relational space-times”. After a
collaborative and passionate contact with different devices and their programmations (and all
the learning that is possible to obtain through them), there is the potential creation of circuits
of transindividuation among the participants, as most of these concerts and workshops
happen in a really loose manner, inciting people to collaborate and play together and not only
to do their own device in an isolated way.

As Ghazala puts it: “that’s the beauty of circuit-bending; anyone can do it. You don't need
to be an electronics guru or a shop genius. All you need is the ability to solder and to think
outside the box. (...) That's pretty immediate!” (Ghazala, 2005, p.3-4)

French philosopher Jacques Ranciére argues that “the ordinary becomes beautiful as a
trace of the true if it is torn from its obviousness in order to become a hieroglyph, a
mythological or phantasmagoric figure.” (Ranciere, 2009, p.34) We argue that circuit-benders
do exactly that: transform an ordinary electronic device into a singular musical instrument, “a
truly alien instrument.(...) After all, now in hand is an instrument that exists nowhere else in
the universe and that presents sounds no one else has yet heard.” (Ghazala, 2004, p.99)

Funding: This work was supported by the NuSom - Research Centre on Sonology.
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1.2. DIY culture and youth struggles for autonomy in
Switzerland: distortion of the punk scene

Pierre Raboud’

Abstract

If the ‘do-it-yourself’ ethic (DIY) is a major legacy of the punk movement, the case of Switzerland
provides an interesting development. The most specific facet of the Swiss punk scene lay in its
encounter with broad youth movements. Both shared the will to fight to obtain spaces for young
people inside the urban landscape so they could express their own culture and more. It first began
with a riot occurring after a protest against the new budget allocated to the Opera of Zurich in
May 1980, which lead to a year of protest called Ziri Brannt (“Zurich is burning”). This kind of
movement has not disappeared. In the present day, they may be found in the collective 7anz dich
frei ("Dance yourself free”). Through these two examples, this paper aims to question the ability of
DIY cultural practices to dissent from Swiss strong consensual conservatism through autonomy.

Keywords: autonomy, dissent, anti-hegemony, youth, scene

Today, DIY seems to embody the most important legacy of the punk movement, its strongest
persistence. This can be seen in the fact that cultural movements are often described as
“punks” even if they do not have much to do with pogo, leather jackets, or rudely played rock
music. To give only one example, the collective SPF 420 was often described as “Internet
punks” (Martin, 2014). SPF 420 gathers a crew of youth who organize live-stream clubbing
with underground DJs. The link between them and punk is the will to produce and consume
their own specific culture. This persistence was already stressed by George McKay (2009), who
identified DIY as one of the dimensions of the “punk” inside the “cyberpunk.” Johan
Kugelberg (2012, p. 46) was even more affirmative. For him, the heritage from punk is quite
simple: it is the DIY revolution inside youth cultures, letting the popular culture become
immediate. Even if this kind of approach to the punk movement is far too simplistic, dodging
many elements of the punk movement to resume it to its aesthetical dimension, the DIY
process nevertheless embodies one of the main values of punk. It is punk’s aspect that remains
strongly alive today. In this paper, we would like to question the meaning of DIY and its
actuality. We will analyse it through one national case: Switzerland.

From an international perspective, this choice might appear a bit odd, but its interest lies
in the fact that this national case possesses one main specific facet: Swiss punk has
encountered the new social movements (Schulz, 2011) and became integrated within what is
often referred to by the expression Z¢ri Brénnt (" Zrich is burning”) (Raboud, 2014). The Swiss
DIY cultural actors met the political struggles for autonomy in the early eighties. Both shared
the will to fight to obtain spaces for young people inside the urban landscape so they could

"Institute of Economic and Social History (IHES), Faculty of Political and Social Sciences, University of
Lausanne, Switzerland.
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express their own culture and values. This kind of movement, bringing altogether politics,
music, and parties, still exists in Switzerland with the late example of Tanz dich frei, which
means “Dance yourself free”, and gathers thousands of people each year to protest against
the cultural policy of the city of Bern. The case of Switzerland also constitutes a representative
example because its national structure is marked by a strong and consensual conservatism,
related to the strong hegemony that has ruled global societies since the eighties. We will
discuss these topics later.

Through these two examples, we aim in this paper to question the ability of DIY cultural
practices to express and perform dissent. These examples will allow us to question the different
dimensions of DIY practises as to the claim of autonomy. We will define the emancipatory
processes bound to that autonomy. We will examine what autonomy really mean, the scale at
which it spreads itself, and how we can relate it to the notion of cultural scene. We will also
look for the limits of DIY regarding the potentially individualist dimension of the “yourself” in
“do-it-yourself”. Through the concrete example of Switzerland, we hope to draw some
analytical perspectives both about the DIY process and its ability to develop anti-hegemonic
practices in contemporary struggles.

Swiss cultural scenes

Before focussing on the topics of DIY and its meaning within urban life, we must first present
briefly these two scenes from Swiss culture. Ziri Brénnt began on 30 May 1980 when the city
government of Zirich decided to allot a budget of 60 million francs to renovate the Zirich
Opera House. Many young people, who were attempting to obtain one concert venue for
youth cultures, decided to protest against this decision and gathered in front of the Opera
House. The police repressed this meeting harshly, leading to struggles between police and the
young people the whole night. What was then called the “Opera Riot” lasted more than one
year, through many demonstrations gathering thousands of people (Braendle, 2010).

This scene had a strong cultural effect. Its name referred to the punk credo “London is
burning”. Zdri Brannt was initially a song by the punk band ‘TNT’ from Zlrich. Many punk
bands, such as Kleenex, participated to the demonstrations. The strength of its cultural
dimension can be seen in the fact that one of its leading associations was named Rock als
Revolte (Rock as Revolt) (N/A, 2001).

Tanz dich frei'is a one-day event supported the whole year only through social networks
and a website (the website is now shut down and the social media sites are inactive). It has
existed since 2011 and consists of a walk through the city of Bern, acting as something
between a demonstration and a street party. In 2012, 10,000 people participated (Gerny,
2013), which made it the largest demonstration in Switzerland in years. The whole
organization is anonymous and calls on participants to bring sound systems and drinks. This
event has been initiated to protest against the repressive policy of the city in terms of cultural
offerings and nightlife (http: www.tanzdichfrei.net).

We will approach the two examples cited above, Ziri Branntand 7anz dich frei, by applying
the notion of “cultural scenes”. Straw (2005) defined cultural scenes as

particular clusters of social and cultural activity without specifying the nature of the boundaries
which circumscribe them. Scenes may be distinguished according to their location (...), the
genre of cultural production which give them coherence (...) or the loosely defined social
activity around which they take shape. (p. 412).
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In both of our cases, we face scenes whose unity can be found through broad elements.
Firstly, they are located in one particular city and structure themselves at this scale. Ziri Brdnnt
has stressed this point through its name, which means “Zirich is burning”. 7anz dich fre/ was
initially an event taking place in Bern. Secondly, they gather mainly young people. In Zirich,
24% of the participants were less than 18 years old, 21% between 18 and 19, 32% between
20 and 25, and only 23% older than 25 (Kriesi, 1981, p. 213). We do not have such statistics
for Tanz dich freibut in all pictures from the press or within the movement’s documentation,
most of the people who have participated are young (see for example Habegger, 2013).
Thirdly, their cultural tastes are not specifically bound to one exclusive style. They gather
productions from broad youth cultures, such as punk, rock, and reggae in the eighties and all
kinds of electronic music today. Fourthly, they both add a political agenda with anti-capitalist
watchwords to the cultural dimension of the scene, as we will see.

DIY and autonomy

One of the main shared values of these two scenes is DIY. Zdri Brénnt was born next to punk
and remains strongly bound to its spirit. 7anz dich frei has taken over its legacy. Hein (2012)
defined DIY as an ideology that affirms that people should create their own culture without
following the mainstream or the dominant discourse. Everyone should escape the passive
attitude of consumption to take initiative and choose for themselves.

The DIY process has two main meanings. Firstly, it refuses any hierarchy in terms of
legitimacy to create. One does not have to learn to play guitar for years to start a rock band.
One does not need to care about what the establishment will think about one’s works.
Secondly, it also means that cultural production should search for autonomy. It must escape
the cultural industry by creating its own labels, magazines, venues, and more.

This radical statement of DIY may explain why cultural practises and political struggles have
joined together in Switzerland. The young generation fought to obtain free spaces where they
could express their own culture. It stands to reason that if a group tries to obtain autonomous
spaces, it will use those spaces to produce and access its own culture.

During Ziri Brdnnt, every demonstration or squat constitutes opportunities for punk,
reggae, or experimental bands to perform (Grand, 2006, p. 228). The close ties between punk
and DIY may explain why this musical genre has played the leading role and why so many
punk musicians became spokesmen for the whole movement. Punk bands needed the broad
movement to conquer spaces. At the same time, the broad movement wished to express a
culture strongly identified with youth and the refusal of the dominant values. Astrid Spirig, the
singer of Kleenex, asserts: “Die Punks brachten durch ihr Outfit klar zum Ausdruck, wie sie die
Gesellschaft sahen: als heuchlerisch und verlogen.” (N/A, 2001, p. 49) (“The punks brought
the outfit to show clearly how they see the society: hypocritical and lying.”)

This situation allows us to understand why the punk panoply has spread beyond individual
punk bands or audiences in Ziri Brdnnt. This can be seen in the fact that the main punk fanzine
in Zurich, Fisbrecher, changed its name to Brdchise shortly after the Opera riot, its articles
talking more and more about political struggles in the city, and less and less about gigs and
records (Sozial Archiv).

In the Tanz dich fre/'s demonstrations, the music played is less easily associated with one
specific musical genre. The music blaring through crude sound systems is mainly electronic
music in a street parade style: techno, drum 'n’ bass, and so on, not the kinds of electronica
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one would hear in mainstream clubs or on the radio. The most important issue is again that
everyone brings their own music and sound systems in a DIY process.

The translation of DIY in a more literally political meaning may be the notion of autonomy.
This notion does not only designate the wish to enjoy the kind of entertainment one prefers.
As Tari (2011) emphasized when speaking about Autonomia Operaia, an Italian autonomist
movement active in the 1970s, autonomy means the explosion of the subversive potentiality
of the individual and social behaviours. Struggle for autonomy means fighting to obtain spaces
freed from the capital and the state. This notion enlightens the radical side of DIY, and
"autonomy” was the precise term used in most of the discourse produced inside Zdri Brannt
and 7anz dich frei.

Young protesters in Zdrich did not ask for a “youth centre”; they demanded an
“autonomous centre”. Their fanzines not only discussed bands, records, or gigs, as was the
case in most punk fanzines at that time. They developed the need for autonomy, to self-
organize the space they had conquered in all of its dimensions: culture, food, entrance, places
to sleep, and more. This protest went beyond the space for the autonomous centre. The
different fanzines and tracts consulted in the archives expressed broad protests to change
urban life in terms of housing, public space, labour, and the like. For example, one tract stated,
" Wir wollen die ganze Stadt. Eine autonomes Haus, das PAJZ, gendgt uns nicht” (Sozial
Archiv) ("We want the whole city. An autonomy is not enough for us”). Here, the autonomy
was not understood solely as an individual space to obtain and to protect. It represented a
first trench in the way to change the whole urban way of life.

We cannot find such an evident discourse inside 7anz dich frei. The main reason for this
absence may lay in the fact that here we do not face leading associations that provide
watchwords and edit fanzines. The event's Facebook has some links to files with criticisms
against the policies of Bern, in terms of nightlife but also of housing and public spaces. One is
called " Wem gehdrt die Stadt” (“To whom belongs the city”). That link contains the same
kinds of watchwords as in Ziri Brannt, but it remains hard to certify if this page was
representative for the whole movement or if a minority with a more politically defined
discourse ruled it.

We faced the same interpretative problems with the movement’'s website
(http://www .tanzdichfrei.net). It also had affirmations that the goals of this demonstration
were not only about having more clubs or about being able to go to venues where the music
would be in sync with youth cultural tastes:

This movement entails more than turning up the volume and making music. It is about raising
our words, not just the sound. (...) It is not just about dancing freely once a year. It is about
speaking freely, thinking freely, exchanging freely. (http:/Awww.tanzdichfrei.net/about)

Here, the discourse emphasized the claim for freedom already encountered through the
notion of autonomy. But again, this may be only relevant to the small more-politicized groups
who take part in the movement, such as young communists or the collective based in the
Reitschule, a famous squat in Bern.

Breaking the ice

After having observed how the DIY process has brought together cultural practices (playing
punk music, editing fanzines, bringing one’s own sound system) and struggles for autonomy
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in scenes where protest and culture are bound together, we must now address why we can
find such specificities in Switzerland. Ziri Brdnnt occurred at a time when protests were
becoming scarce in Europe (Judt, 2012). The Swiss punk scene joined a political movement,
whereas in West Germany (Teipel, 2010) or France (Rude Boy, 2007), punks and political
movements rejected each other in most cases at that time. For its part, 7anz dich frei has
gathered thousands of people, which may be related to the “Occupy” or “/ndignados”
movements but with the difference that in Switzerland the cultural issues occupy the front
row.

One possible reason could be found through the dissonance between these two cases and
the usual application of the notion of “scene”. Straw (2005) linked this notion to an expression
of energy formed within urban life. But both Zir/ Brdnnt and Tanz dich frei have faced what
we can call an absence of urban life. The specificity of the Swiss context lay in its strong cultural
conservatism.

On the eve of the Second World War, the Swiss government had set up a policy called
" Schweizerische Landesverteidigund” (“Swiss national cultural defence”), whose goals were
to avoid any influence from other countries by assuring control of the society through censure
and repression. This control was so severe that some historians have even discussed, in a
provocative way, a “Swiss totalitarianism” (Jost, 1998). During the Cold War, this cultural
policy survived by reinforcing its anti-communist dimension (Caillat, 2009).

When Ziri Brannt erupted, even if the Swiss national cultural defence was not as close to
the government as in the 1950s and 1960s, its values of order and calm remained strong. The
Swiss elite had not yet experienced a shift comparable to those in other European countries.
The elected politicians were still marked by the importance of their national and military status
(Mach, 2011). Pro Helvetia, the main Swiss cultural foundation, which was founded within the
Swiss national cultural defence’s process, despite its emancipation from it, remained very
conservative and considered only bourgeois culture as legitimate (Milani, 2010).

The young people of Zurich were living in a city without any cultural life apart from the
traditional and elitist. There were simply no places to organize concerts for bands they liked,
no places to hear the music they liked. The only youth centres were ruled and controlled by
the government. The co-founder of the associtaion Rock als Revolte, Markus Kenner explains
it: “Es gibt so wenig Orte flr uns Junge. Wir mssen raus auf die Gasse. Deshalb dieser Name
Rock als Revolte, RAR. Es ging um Musik, aber es ging auch um den Kampf fur Freiralime”
(N/A, 2001, 21) (“There are so few spaces for youth. We are thrown into the street. This is the
reason for the name Rock as Revolt, RAR. It's about music, but it is also about fighting for free
spaces”).

One of the main recurring elements of the discourse inside the Ziri Brannt movement was
criticism of this cultural conservatism. To denounce it, they used the metaphor of “pack ice”.
Michael Lutscher, an important member of the punk scene, described the situation in this way:
“Zurich — et toute la Suisse — etait recouverte d’une banquise” (Litscher, 2012, p. 228)
(“Zurich — and all of Switzerland — was covered by pack ice”). The manifesto-movie Zirich
Brénnt (1980), a documentary directed during the events, began with long shots showing a
cold city without any movement. In a fanzine called Werkbund Material, Peter Erni (1981)
criticized the “pack ice city” where order ruled. This element was part of some of the slogans
used in the demonstrations, like ” Freiheit Gréonland — Nieder mit dem Packeis” (“Freedom for
Greenland — Down with the pack ice”) (Erni, 1981, 8). This metaphor showed again that Zdr/
Brénnt not only asked for more musical venues. They were fighting against a whole situation
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in which order and consent were dominating and killing every opportunity to bring energy to
urban life.

The beginning of 7anz dich frei revealed a similar situation. After a more open era in the
1980s and 1990s, with many venues opening thanks to the youth struggles of the early 1980s
(N/A, 2010), the late 1990s and 2000s had been years of backlash: the government shut down
squats and instituted a more restrictive policy towards nightlife. Bern, the fifth-largest city of
Switzerland, had only few clubs left, and most of the places—clubs and pubs—closed early.
Again, the demonstrators wanted to challenge this organization of the urban life in which
“order” and “silence” were the key words. The video “Tanz dich frei. Wem Gehort die Stadt
(Offiziell)” (available on the facebook page) shows the city of Bern without any human or
social life, just police cars.

Both Ziri Brénnt and Tanz dich frei have showed how DIY cultural practises could mean
empowerment for groups trying to conquer autonomous spaces within urban life. Whether in
1980 or todays, Swiss young people have fought against a conservative cultural framework to
find ways to express their own culture. We have already stressed the political dimensions of
such a protest. We see it as anti-hegemonic.

More precisely, these DIY practices and struggles for autonomy represented emergent
processes. As Williams pointed out, they were “significant both in themselves and in what
they reveal of the characteristics of the dominant” (Williams, 1977, p.122). They expressed
the need for autonomy and disclosed the continuing strength of conservatism at the same
time.

We can understand the primacy of this cultural issue in recent Swiss movements because
of the economic stability of this country and its lack of tradition in terms of unionist struggle.
If the Switzerland has also been affected by economic recessions, their impacts have remained
low, especially compared to other European countries. In 1982, its GDP had fallen only by
1.1% (Rein, 1987, 22). In 1984, the unemployment rate did not exceed 1.2%, whereas it
stood up at 9.7% in France and at 13% in Great Britain (/dem, 51). Switzerland has also
succeeded in remaining safely apart from the 2008 crisis and its consequences (Buss, 2013).

Here, DIY seems to embody a political process able to conquer the public space. Even
better, it suits perfectly the Swiss context: in a very consensual society, DIY would represent a
battlefield where emancipation becomes possible. Against a strong hegemony, it allows anti-
hegemonic practices to be heard.

But we must not forget that this cultural dimension can also turn to a disadvantage. DIY
may impact only on marginal or individual spaces of society. We can ask if autonomy, despite
its radicalism, lock these practices up in the margin. To win an autonomous centre and be
happy with it do not change the structure of the society.

This limit of DIY can be seen also in the fact that the government always tries to respond
to these kinds of protests by reducing them to their cultural dimensions. The City of Zurich
allowed a youth centre to be built (the Rote Fabrik) in 1980. The city’'s mayor, Sigmund
Widmer, reportedly shouted once at rioters, saying, “Make some music instead” (as cited in
Lutscher, 2012, p. 230). The City of Bern has responded to 7anz dlich frei by setting up a new
nightlife policy with more liberal closing times and new places to organize special events. In
both cases, the responses of the government have succeeded in normalizing the protests by
splitting them.

This kind of recuperation or normalization represents a real danger for any cultural protest.
To aim to change the whole urban landscape, a DIY movement needs to add broad political
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discourse and agendas to its cultural practices. We must recognize that both 7anz dich fre/
and especially Ziiri Brénnt did this. They have affirmed loudly that the autonomous centre was
not enough. They did not want to be locked up in a “cultural ghetto”, as a tract from Zur/
Brénnt expressed it clearly (Sozial Archiv). They wanted the whole city.

One last and brief observation can be made through the comparison of the two analysed
cases, showing how social movements have changed and how the ways to express dissent
have shifted. In 1980, despite the punk outfits, the Ziri Brénnt scene was organized in a very
countercultural as it possessed a lot of elements listed by Hebdige (2008, p. 53) in his definition
of counterculture: it was represented through associations. It published information and had
a clear political discourse. Its mobilisations lasted months. By contrast, 7anz dlich fre/ does not
have any real representative institution. It has no clear discourses and its temporality is limited
to a one-day event. Actual movements of protest seem more heterogeneous. If they still
express the will to change urban life, they do not have the same ability to build long-term
militant actions and a defined political discourse (Cannone, 2012), at least for now.

Both cases, bringing together political struggle and DIY cultural practices, have turned the
notion of cultural scene upside down. Here some may think that this notion should not be
used to describe Ziri Brdnnt and Tanz dich frei. But we have showed how the cultural agenda
drove the political movement to act like a scene: editing fanzines, gathering through particular
venues, and the like. The political dimensions tore the borders of the scenes apart.

The differences between the situations lead to two opposite cases. Zdri Brannt constituted
perhaps more than a scene: its values (DIY) and practises (fanzines, gigs, and music) spread
beyond the dimension of the scene to become appropriated by a broad youth movement.
Tanz dich freiis instead less than a scene: a ghost of a scene, becoming alive only once a year
and crying for life the rest of the time.
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1.3. The street as canvas: sireet art and the
construction of artistic careers

Agata Dourado Sequeira’

Abstract

This communication aims to discuss the relations between art, urban space and the city, which is
the aim of the ongoing PhD thesis project. Specifically, the purpose is to understand how an urban
public space can be configured through the ways in which it connects with the city and the artistic
field — namely the realms of art in the public space, considering in particular street art, as artistic
manifestation of an intrinsic ephemeral nature.

Therefore this paper will have its focus on the processes of production of street art in the
metropolitan context of Lisbon, with a reflection based on a field work research that includes a
series of interviews to several artists to whom the street is the main recipient of their artistic
interventions, as well as other influent actors in urban creativity, a detailed photographic
recollection of images of such artistic displays and further documental analysis.

Particularly, a reflection on the constitution of artistic singularity, both in what concerns the artistic
career, the diversity of artistic profiles in street art and the very plasticity of the artistic work, can
be made. What motivates the artists to use the street as their canvas, and from it to build an artistic
career, and what very particular mechanisms of legitimization exist within the promotion and
production of urban art in Lisbon, are some of the interrogations that are to be explored here.

Keywords: Public Space, Cities, Street Art, Artistic Career, Urban Sociology.

The changing world of street art

In this paper | aim to approach some of the reflections that have been resulting from a research
project about the transformative potential of art in the public space, in what concerns its
potential of change in the populations, the institutions and the people who create.

Recently, one has been observing a rapidly growing phenomenon in the streets of Lisbon.
Following a global urban tendency, street art has been gaining more and more attention, as
an increasingly larger number or artists finds the opportunity (or is given that opportunity) of
leaving their unique mark in the city’s walls.

Therefore, as recent as this is — while street art differentiates itself from the graffiti
languages, all the actors at play are trying to figure out what exactly is street art and what
potential rests upon it. The population, the artists and creatives behind the works, the
contemporary art world, the academia, media, private entities and public institutions — are all
constructing their own views and positioning about this subject, making it an exciting field for
the attention of social sciences, as it is still in the process of establishing itself as a consolidated
art form within the creative specificities and potentials of urban public space.

! DINAMIA'CET-IUL, University Institute of Lisbon, Portugal.
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The ephemeral character of the street art pieces allows them to reveal what is probably a
more immediate potential for transforming the public space, which can also be read from the
time frame in which the several moments of the creative process happen: the planning process
of the piece (from a single individual’s decisions about what place to choose and techniques
to use, to a myriad of contacts between several agents such as the collective of artists, street
art producers, public institutions and private stakeholders or owners of buildings); the making
of the piece, that allows a specific moment between the artists and the passer-bys, set
somewhere between the performative and the interactive; the media and online reactions are
also very immediate once the pieces are finished, in an intensity of images and comments that
is also very transversal in terms of who produces this discourses, in a way that may be unique
for a form of contemporary artistic creation.

Right now, and particularly in the last 6 years, Lisbon has been the stage of a diverse set
of manifestations of street art, that imply a set of changes happening in the streets, at several
levels. One of them is lies within the plasticity of the pieces: from the very expressive basic act
of painting a wall in the street using spray cans, techniques the urban dweller is long
familiarized with through the presence of graffiti, to acts such as placing a stencil, sticker or
poster, or even making three-dimensional objects to be ‘released’ in the streets. The plastic
possibilities are immense. On the other hand, the motivations to artistically intervene on the
streets are as diverse as the individuals are: to make a message pass, sometimes a subversive
one and with strong social critique; or to experiment with a new form of ‘canvas’ (the city
walls), while at the same time creating the opportunity to turn this act of in an opportunity to
build a career in the creative and artistic field.

The interpretations of what it means to make street art are also very diverse, but what
seems transversal is the notion that street art, although having its roots in the political mural
art and the graffiti aspect of hip hop culture, no longer confines itself to the meanings and
ways of making that these art forms usually implied, but actually at times seems to blend with
other expressive forms — from non-artistic fields to even the field of contemporary art.

With aesthetic languages that are very current, street art has also been subject to
incorporation (or sometimes appropriation) from companies, for marketing purposes. This
might reveal a conflict, as some artists find in this an opportunity for paid work, while other
artists feel street art should be free from all the constraints but their imagination and artistic
intention.

The institutional approach to street art has also been subject to change. The possibility of
the artists using walls for their works has been facing some regulating initiatives by the city
hall. From these regulation a new paradigm is visible — street art not as an act of sheer illegality
but as an opportunity to value the urban space, in terms of the possibilities it implies of
showing Lisbon as a contemporary and modern tourist destination. At the same time, artists
have been instrumentalizing the possibility of support by the city hall in terms of creating their
own visibility and further work opportunities.

Power and communication in the public space

Two main aspects in this research are the ways in which not only relationships of power but
also the communication aspect of public space are revealed through the art it exhibits.

In fact street art, being of ephemeral nature and such a direct form of interaction with the
public space, strongly reflects a set of relationships of power within public space. It illustrates
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(both figuratively and literally) the struggle for a space of communication, of visibility, among
competitors such as advertising and institutional powers. If, as Lefebvre famously stated, public
space is a stage of intense sociability and diverse meanings (Lefebvre, 2000), it is also a space
of social contrasts that might be explicit in its very planning — hence the notion of the city as
a bureaucratic and class map whose disparities are intended to be suppressed through culture
and art (Zukin, 1993). On the other hand, the very use of culture and art can in the end reveal
these same contrasts, constituting a way of control and domination, given its capacity to
produce symbols and establish place. This research project argues that such effects of art in
the public place are also visible in the current production of street art in the urban metropolitan
context of Lisbon.

Since the public space is also a powerful mean of communication (Lofland, 1998; Campos,
2010), the art it features, as is the case with street art, can be read not only in terms of what
the actors involved have to say through it, but also in terms of how the way it is produced and
promoted can speak to us about the mechanisms behind making public space in an urban
context: «(...) Space not only structures how communication will occur and who will
communicate, it also has consequences for the content of that communication.» (Lofland,
1998:186). Therefore the study of street art can fuel a debate on what actually means ‘public
space’, when the city might seem at times overpowered by huge advertising billboards, that
might as well depend on a net of bureaucratic authorizations, or in a simple authorization
from a private owner of an exterior facade. At what point private decisions make public space
and what can the practice of street art show us in that matter is too big a question to give a
definitive answer in this paper, but there are a lot of important aspects to be approach
concerning this matter.

Therefore several questions can be made, namely on why the control of public space is not
in fact responsibility of everyone but the entities that organize it, or advertise in it, or that build
in it, or simply own it; the use of walls in the public space as the medium for several forms of
street art, that appropriates itself of them, so many times illegally, others not, is evident
symbolic expression of confrontation and dispute of urban space, reflecting relations of power
and tensions that relate to the life in the city on a daily basis. The feeling of exclusion provoked
by domination and public communication by media and advertising is on the root of that
appropriation of the street walls as a mean of communication — also, undoubtedly, public. It
can be argued that street art, in its most spontaneous and unprogrammed forms, being of
ephemeral nature and in the global current contexts, has the potential to accomplish the
promises of public art (Hayden, 1995) in a more direct way. Because it is more immediate and
unexpected, it can also be very critical, posing by its mere existence questions about the
legitimacy (or lack thereof) of the state, local institutions and the capital of occupying what is
in fact called ‘public’ space. It origins a debate about these issues, fueled by situations where
the competition for public visual space is sometimes blatantly aggressive.

Another aspect that is also an important part of this project is the assumption that street
art can also be a strategic element in the construction of an individual creative path. As a
specific communicational space (Campos, 2010), urban art is expression of identities, lifestyles
and discourses from who produces it. As it uses public space as canvas for its artistic
manifestations and also as a vehicle for communication, it seems to make a commentary on
the visual and artistic forms that are more conventional and institutional, reclaiming for itself
its very own space. This is also an undoubtedly political and ideological statement (Stahl,
2009). The fact that so many street art initiatives are being promoted — from the public
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initiatives to the private ones — contributes to the fact that there are possibilities for the artists
to have their work visible in a way that is possible today as maybe it never before was. Also,
the necessary quickness inherent to making an illegal artwork in a wall is so many times not
necessary through these initiatives or intermediaries, so there is more time to devote to the
artwork and therefore more and more complex pieces appearing, that allow the creators and
artists to develop their techniques and imagery in what might be a more fluid way. Visibility
might come with compromise, and the discourses of the makers of street art are diverse. As
important as thinking about street art as a form of building an individual path is the reflection
about what is artistic work in this field and who are the agents around it, in a particular context
where these considerations seem yet so diffuse.

The attempt of providing answers to these questions is indissociable of specific
methodological approaches. So this research assumes a qualitative aspect to it, including a set
of interviews to several stakeholders — from creators with really diverse profiles to associations,
institutions and collectives — within the street art that takes place in the streets of Lisbon. Being
this an essentially visual object of study, it is equally important the construction and analysis
of a set of images resulting from the field work that document or attempt to illustrate the
several aspects that will be subject to reflection. And a necessarily solid anchoring in a
theoretical support resulting from a transversal bibliographical research is also fundamental
for this project — as it is for any attempt of adding knowledge to a field of research.

In this paper in particular, I'll approach the ways in which making street art and developing
a creative or artistic career are related, in a context where this inter-connection starts to be an
actual possibility. Making street art right now assumes different forms, from the more
independent initiatives to the ones that are part of institutional actions. The first being usually
connected with a certain anonymity and/or peer-recognition of the artist, where the act of
making an artistic mark in the public space assumes a political role of appropriation, the
claiming of a place for communication that counterpoints the advertising and the institutional
marks that dominate the communication in the public space. The second relating to the
collaborations in artistic projects commissioned by institutions, where the artist is no longer
semi-anonymous but a recognized creative, being the act of intervening artistically in the street
not as much an individual political claim to a space for communication but almost an act of
construction of an artistic persona that is recognizable in the broader field of the contemporary
art scene, with all the opportunities that come as a result. While at the same time both of
these forms of making street art are equally rich in terms of what they say politically about the
powers that intervene in the public space and the several meanings that are imbued in these
actions.
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Figure 1 - Underdogs. Artwork by Interesni Kazki. Photo by the author.

Making street art in Lisbon

The designations of ‘urban art’ or ‘street art’ are not free of a certain degree of polemic, which
will not be approached in this paper, for the sake of brevity. Instead, let us stick with the
choice of using the term ‘street art’, as it is arguably a more specific form to designate such a
current for of artistic creation.

One can trace the roots of street art back to an act ancient and primordial such as drawing
on a wall. Or later, writing one’s name in stony walls, making it therefore public. Fast-forward
to the contemporary age, it is in the events of May 1968 in Paris and in the birth of graffiti
within north-American hip hop culture that one can trace the origin of what is now widely
recognized as street art. As for the Portuguese context, this origin is inseparable of the political
mural paintings and writings on the walls as political statements and calls to action in the
period immediately after the revolution of April 1974. What these contexts have in common
is the inherent social agitation and political uncertainty, so the act of using a wall in the public
space as canvas or platform to communicate might also be seen as a form of questioning the
social and political status quo, while at the same time making essays on freedom in the very
public space. One can't avoid thinking about the recent popularity of street art and the current
social context of economical crisis, a connection that can seem particularly strong while
analyzing the ways the artists and creatives of street art in Lisbon build their careers.

As for graffiti, it also has expression in Portugal, through the influence of American hip-
hop culture, with several writers making their mark known in the city walls, trains, etc. The
quickness of the act of painting that the spray cans allowed these writers, a certain aesthetic
and even a specific ethos are still to be found within street art in a broader sense, as there is
an intimate relation between street art and graffiti culture. Actually, several ‘old school’ graffiti
writers have embraced the practice of street art, so the legal and illegal creative practices in
urban public space are hand in hand.

It comes from a simple act of observation, to state that street art has grown in the last few
years as a field of its own. Actually, and despite the obvious proximity, it has been detaching
itself from graffiti, although it might include its techniques, as well as stencils, posters and
other less formatted expressions under unexpected forms that show once more how rich in
terms of plastic experimentation the creative field of street art can be. Also to be found are
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elements of graphic design, contemporary painting, comic book universe, etc. These such
diverse ways of making show an intimate relation to the actual diversity of profiles of the
people who make it: some with a background in “traditional’ graffiti, others in several branches
of design, illustrators, many contemporary plastic artists (that ‘come from the gallery’, so to
say) that try the street as a new canvas for their work, self-taught creatives, among others.

The constitution of street art as an artistic field in its own right is central to this research,
and intimately linked to the personal career paths the street artists chose.

In truth, it can be said that street art has been penetrating other universes, being the
processes of artistic recognition (Heinich, 1993) beyond the world of street art a reality in
several cases. Several street artists in fact seem to have a unique ability to enter other «social
worlds of art» (Becker, 2010), in particular the contemporary art circuit, to which the
relationship with specific stakeholders or agents within it is key and can launch a career that
flourishes both within street art and the contemporary art world, while the boundaries
between both are not completely dissolved in a transversal body of work. Simultaneously,
other relationships are inevitable, as the process of making street art many times involves a
relatively vast network of agents, public and private entities — which | will refer to in detail in
the section that follows.

Projects and initiatives of street art in Lisbon

Lisbon, as other urban contexts and with a part on a global phenomenon, has been the stage
of several manifestations of street art, with a specific set of diverse ways of promoting and
producing it. These several initiatives include not only the individual will to intervene in the
city’s public space, in one end of the spectrum, but also the promotion of street art events
from public and private entities in different molds. These distinct forms of production and
making street art are eloguent in terms of what are the powers and the people involved, and
what relationships between street art, its artists and the public space are being experimented
in Lisbon at the present time.

A relatively rigid systematization of the different types of production of street art will prove
not to be exact, because the inter-relations between all of the actors involved are a profuse
reality, when it’s not the case of an individual artist’s initiative. However, despite this tendency
for the interdependency of the several actors involved, there are in fact strong differences and
motivations between them, which does allow for a simple systematization effort.

In this sense, in order to explain the characteristics of these different forms of production,
it might be useful to arrange them according to their more or less institutionally planned
character, in an ideal-type way. As consequence we have, on one side, the absolutely non-
institutional initiatives, and, on the other side, the projects of institutional initiative, which in
the case of Lisbon, are promoted by GAU (Galeria de Arte Urbana — Urban Art Gallery), an
organism of the city’s municipality. Among these two poles are other types of production of
urban art that result from processes of mediation between the institutional entities and the
artists, through agents, such as associations or collectives that assume the role of promoting
street art. In the following paragraphs | will approach each of these types of processes of
production of street art individually and in more detail.

As for the non-initiatives — let’s refer to those as those individual initiatives - they essentially
translate the will of an artist or a small collective or artists to intervene in the street, sometimes
(though not necessarily) without any kind of mediation or concerns towards legality. In this
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aspect it would be much like traditional graffiti, if not in the content or intention, but in the
form or ways of making. These might be relatively spontaneous initiatives; with of course the
amount of planning that is necessary to turn the initial idea to a physical realization. Most of
the times, these are not authorized interventions, but the result of the initiative of the artists,
who find in the walls of the city a canvas for their work and will to self-expression. These
pieces can have a rawer and even subversive intention in them. It is totally ‘untamed’ street
art, while meaning in a very clear way the willingness to reclaim their space within the city’s
public spaces. If on the one hand there might be a risk in the moment of making the piece in
the street and not getting caught, on the other, there is a certain feeling of surprise or even
serendipity for the alert users of the public space when discovering that a new piece of art just
‘appeared’ in a wall or tree or sign in the street they are passing by. This is certainly a
stimulating effect of communication between artist and passer-by that contributes to a sense
of communal belonging in relation to the city.

Figure 2 - Individual initiatives. Artwork by Panténio. Photo by the author.

In relation to public initiatives of street art in the context of Lisbon, the work of GAU (Urban
Art Gallery) is paramount. It is an organ of Lisbon Municipality that aims to promote several
street art initiatives around the city, while claiming an important role in displaying the works
of street artists in this city but also in mediating the obtaining of permits for the artists to
intervene in privately own exterior spaces (such as a building’s facade, or a surrounding wall,
for instances).

The work of GAU started in 2008 with localized interventions in Largo da Oliveirinha and
Calgada da Gléria, with the intention of rehabilitating the Bairro Alto area by cleaning the
profusion of tagging that could be seen there (and still can, despite the efforts against it),
while at the same time creating a space for quality street art that could be on display. Of
course the idea is polemic in several ways and raises a lot of tremendously interesting
guestions, but those will be approached in a different occasion.

GAU has been establishing itself has a very active institutional branch that promotes several
distinct interventions and with them an opportunity for the artists to showcase their works in
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legal walls with considerable dimension. This might not only mean no time constraints while
painting and the budget for the materials for doing so, but also the visibility and further
opportunities for paid work, mainly from companies who want to incorporate some of the
aesthetic options these artists take, in their products or image.

One example of the work of GAU is ‘Rostos do Muro Azul’ (Faces of the Blue Wall), an
initiative with several editions in which several artists were invited to send their projects for
painting sections of the wall that surrounds a psychiatric hospital in Lisbon. Another GAU
project is the one called ‘Reciclar o olhar’ (Recycle the look), where public glass containers for
recycling bottles are painted by basically anyone who is willing to send a project — not only
street artists, though many do too. Simultaneously, the place where the initiatives by GAU
started (Largo da Oliveirinha / Calcada da Gléria) is still, from time to time, subject to
interventions, as well as many other sporadic projects that this entity promotes a bit all over
the city.

Of increasing importance is the work being developed by the mediation agents, mainly in
the form of collectives or associations of people who propose to promote street art events or
initiatives. These might be collectives of artists (either former or in the active) or cultural
associations, being, again, the profiles of the individuals within it, diverse. The work of these
agents is important, as it's often them who bring the knowledge of the process of planning a
street art initiative — from the idea of the artist to the bureaucratic net of authorizations that
will be necessary to accomplish it. The mediation process can be between the several
stakeholders involved, such as the artists or collectives of artists, the municipality (through
GAU), associations of cultural intends, and the owners of private property where there is an
interest (from either side or both) in making a street art intervention. There are several
associations or collectives that play the role of mediation agents for the production of street
art in the context of Lisbon. One of them is the project Wool, that in collaboration with Lx
Factory, a privately own deactivated factory complex that now welcomes several cultural
initiatives but also a lot of small companies and their offices, fashion and interior design stores,
galleries, restaurants and bars.
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Figure 3 - Wool on Tour, Lx Factory. Artwork by Mario Belém and Makarov. Photo by the author.
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This location, from time to time, accommodates editions of Wool on Tour, that brings
street artists to Lx Factory, to intervene in the former factory’s walls. Another privately held
former factory that also promotes street art initiatives for their inner walls is Fabrica Braco de
Prata. This is a building of large dimensions that used to serve as a gun and ammunition
factory, while now is the home of several cultural activities: it hosts theater and cinema
sessions, dance lessons, concerts, a book store, art exhibitions, a restaurant and bar, among
other facilities the deactivated factory rooms allow. From time to time street artists are invited
to submit a project to paint sections of the walls that surround this building, forming an open
air gallery of urban art. It might be because of the influence of this association in a specific
area of Lisbon — bringing some animation and cultural life to a pretty depressed and de-
industrialized zone — that other walls in other buildings around here became also the canvas
of several street art manifestations. One can read in this juxtaposition between the derelict
building and the brightly painted artwork a critique to the powers and circumstances that
allowed that a once lively area of working factories became a forgotten and depressed district,
between the rich Parque das Nacdes neighbourhood and the historical downtown.

Figure 4 - Fabrica Brago de Prata. Artwork by Vhils. Photo by the author.

Other examples - although not extensively listed - of associations that mediate urban art
initiatives include APAURB (Portuguese Association for Urban Art) — with collaboration projects
such as «40 anos, 40 murais», a celebration of the 40 years of the revolution of 25" of April
1974, or the interventions in the Alcantara tunnel; Ebano Collective, that proposed the recent
series of pieces that took place in the Graca neighbourhood, «Passeio Literério da Graca»; also
to be mentioned is Project Crono, which programmed several initiatives, including what may
be one of the most recognizable urban art projects in Lisbon — the painting of the facades of
a set of derelict buildings in the centre of Lisbon, under permit of the city hall. Finally,
Underdogs, a platform for Portuguese and international street artists that, working in
partnership with the city hall, allows the artists to be able to create street art in large scale in
Lisbon, while also stimulating the exchange of ideas, graphic languages and artistic concepts
for international street artists.
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Figure 5 - ‘Passeio Literario da Graga’, by Ebano Colective. Artwork by Mariana Dias Coutinho. Photo by the
author.

Career paths and strategies

Several interrogations have been stemming from this research, namely in what concerns the
career aspect of the people that create street art in Lisbon.

One of them concerns the commercial effects that the growing popularity and visibility of
street art has been stimulating. There is in fact an increasing amount of companies or brands
that see in street art an opportunity to promote commercial products, and it's not uncommon
for partnerships to happen between brands, associations and the public institution, in urban
art events.

On the other hand, there are also appearing small companies that revolve around the
current production of street art in Lisbon, mainly in what concerns tourism. Street art guided
tours are already a reality, just as online street art city guides that pinpoint what pieces to look
for, destined to a specific niche of tourism that seems to be growing. Actually, the global
visibility of street art and the profusion of images from street art pieces that everyday can be
found online, is becoming a powerful tool for the marketing of cities as a tourist destination.
Lisbon is no exception, being often featured in quick (and very debatable) lists of ‘the best
street art cities’ — as a simple google search can atest. While on the one hand this mediatic
attention is by no means a reliable indicator of the comparative quality and quantity of pieces
or street art in each city, on the other hand it shows how street art is currently being used as
a powerful tool for marketing cities as tourist destinations, in a tough competition among
urban destinies that aim to pass an image of trendiness that certain tourist segments might
look for in their travel choices.

Another aspect that stems from all the current interest and visibility of the street that is
being produced right now is the commercial appropriation of its visual languages for the
purpose of selling products: artists are invited to decorate store windows, for instances, or to
decorate cars or clothing items. This might for some artists consist of a valid opportunity for
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paid work through an activity that is parallel to their body of work, while others might consider
it an unthinkable activity, an unwanted detour from their work, or its misuse.

B
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Figure 6 - Postalfree van. Artwork by Vanessa Teodoro. Photo by the author.

Which brings up a very interesting question: with the several events and street art initiatives
that are being programmed and promoted by private and public entities, at what point the
artistic and creative work that is implied in the painting of a considerably large wall, for
example, can be consistently and fully be considered work in its self right, and therefore
systematically paid accordingly? Maybe the fact that this aspect is so diffuse at the moment
and in this context lies within the fact that this is a new field that is constituting itself, but
while there starts to have a consistent response from the several stakeholders — public and
private entities — and new agents start to emerge and have a fundamental role in the
promotion and establishment of a systematic way of doing things, this specific artistic
production, when inserted in this net of relations and influences, might just have to be paid
for the work it represents and not a sort of highly elaborate and technically specific ‘hobby’.
While that isn't the case, street artists who make this activity their main focus, will continue
to develop their own strategies of sustainability, such as working with brands when possible,
for some, or making pieces in canvas that might be more immediately sellable. And,
interestingly, to these different strategies might correspond even a different signature: it is
common that a street artist signs the piece he/she made in the street with the name he/she
uses, often one they created for that purpose. On the other hand, on their incursions in more
sellable formats, such as serigraphies or objects, the signature might just be their real name,
as a strategy to distinguish both streams of what is in fact a single — yet diverse — artistic career.

This brings another relevant aspect in terms of this duallity: globally, there is a certain
movement of recognition of some street artists by the more conventional and ‘gallery-
oriented’ contemporary artistic spheres. There are several examples of urban artists that have
seen their work recognized in a broad scale, with their art pieces being exhibited in galleries
(both indoor and outdoors), festivals, retrospectives, published in monographies and
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catalogues, etc. Others might form collectives and organize street art events themselves, or
even put together galleries — in the ‘white cube’ sense of the word — to showcase their works.
So as some street artists move from the street walls towards the gallery space, other ones
move from the gallery towards the street, since opportunities in that sense have appeared and
this way they can experiment new plastic approaches to their work.

This reveals the different backgrounds of the diverse set of people that make street art.
Some initiated their artistic path within traditional graffiti culture and eventually gained
interest in experimenting with different graphic languages, or exploring other frames of artistic
production. Others initiated their street art incursions as result of a will to further stretch the
boundaries of the career they were already developing, be it in the context of design or in the
field of contemporary art in a stricter sense.

Another relevant observation is the term these artists use when referring to themselves and
their work. They're virtually as diverse as the creators interviewed, and the particular word
they chose to refer to themselves (‘artist’; ‘designer’; ‘grafiti’, etc.) reveals just that — the
makers of street art come from different backgrounds and have also different expectations
and strategies, just as they have different artistic languages and bodies of work. And it might
just be these diversity that makes street art such a rich field of change.

Funding: This work was supported by FCT under Grant SFRH/BD/82506/2011.
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1.4. “Do it yourself”: Daniel Johnston’s demon

Fabricio Silveira’
Marcelo Bergamin Conter?

Abstract

This is an essay which describes and problematizes the homemade video for the song “Hard Time”,
by American musician and independent artist, Daniel Johnston. As a craftsman, Johnston have
been, since the late 1970'’s, working on all instances to make his music known: recording, mixing,
mastering, copying from tape-to-tape, drawing the art cover and walking around to give his tapes
to passers. Although all this effort, he never made it to mainstream. His specific case justifies and
provides foundation for a discussion on Do-it-yourself culture, primitivism, precariousness, and
spontaneity in the range of pop music. As a result of the analysis of the mentioned video, a complex
myriad of matters to be debated emerges (of sociological, aesthetic, communicational and historic
character) proving to be a key subject to the understanding of DIY, for Johnston is, in a poetical
way, an example of a musician doomed to keep doing everything by himself.

Keywords: Do-it-yourself culture; Daniel Johnston; primitivism; spontaneity.

1. As from the decade of 1970, especially from the behavioral outburst provoked by the punk
movement, the motto Do it yourself reached unheard-of, even unexpected, proportions. That
which was, in its embryonic stage, a kind of existential flag to teenage musicians, that also
looked like an invitation to dilettante action and a prompt-defense argument against eventual
criticism to technical precariousness and inaptitude (to the lack of skills in the playing of
musical instruments, for instance), became little by little something much more serious and
representative: it became an effective political program, a critical proposition, a declaration of
principles, the ensign which was capable of summing up an in-the-making real ideology’.
Nowadays, DIY can be understood as a conceptual formulation, in some occasions taken
as a kind of synonym or equivalent to the very idea of underground. It is as if it were impossible
to talk about alternative and independent music, aside from the big industry, without bumping
into, at any time, such expression and the set of meanings and cultural practices it comprises
and designates. In the extent of pop music, DIY is a powerful semantics-maker, a most strong
rubric, which aids to the comprehension of a huge gamut of genres, expressive forms,

" Vale do Rio dos Sinos University, Brazil.
*Federal University of Rio Grande do Sul, Brazil.

® Punk is the product of a bunch of causes (Hebdige, 2004). It is risky (even worse: it is false) to isolate
one single igniting historic agent or seek to identify very “clean” or easily noticeable social processes
amidst the effervescence of lived life, be it in London or in New York, in the second half of the 1970s.
This said, it is good to admit that the anticipations, the dance of consequences, and the time deployments
we suggested might not have happened in the exact order in which they appear here. It is then more
indicated to think of a field of simultaneities (almost perfect ones), advancements and retreats, restraints
and accelerations which are ongoing and/or alternating. Most important of all is retaining the idea that
Do it yourself thrived, acquired forms and unthinkable translations.
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production modes, affective and aesthetic displays, authorial and stylistic traces. From authors
such as Eloy Fernandez Porta (2008, 2013) and Simon Reynolds (2010, 2012, 2013), among
others, we propose a brief discussion about DIY, looking to comprehend both some of its
significant variations, and also the network of conceptual affinities in which the expression is
inserted and acquires meanings.

The discussion shall not advance, however, without us having some level of factuality at
hand, a set of empirical occurrences that may come to help, providing a bigger basis (and
some additional sauce) to theoretical arrangements. In this fashion, the speculations of
conceptual character, the very thematic angle, will be given some circumstantial anchors,
defined according to the “quakes” that establish the igniting effect they exert on general
argumentations. It is specifically the case of “Hard Time®”, amateur video conceived and
starred by the American artist and independent musician, Daniel Johnston. Being authorized
by an essay, we are going to be moving freely around punk and its spinoffs, genres and sub-
genres in the horizon of massive popular music. We will be going through them, looking for
instances at times annoying, at times suspicious, but always rich and not well dealt with. This
way we hope to indicate, even if briefly — through a small list of names —, the field of forces,
the game of correlations in which the experience of Johnston will be inserted and taken as a
protagonist.

2. In an inspired study on Batman (or, more precisely, about the “Biennial of Gotham"?), Eloy
Fernandez Porta concludes mentioning graphic artist and underground illustrator, Igor
Hofbauer’'s work. For him, Hofbauer's work had a very interesting peculiarity: it is as if it had
survived in there, in some way, an artist in an adolescent state, taking notes of the songs he
likes, inscribing them in the middle of deregulated images he creates; these images, by the
way, and their strong colors, their constructivist features®, would be uncouth but filled with
passion, usually embodying not only the names of his favorite bands, but also the profiles of
his beloved comic heroes. It seems to be a rather intimate and introspective effort, made for
himself (better: for himself above all). It is as if he was trying to preserve a kind of “primitive

“The video can be found in http:/Avww.youtube.com/watch?v=zoY2gQix0 s . In July 23", 2014, it had
26,719 views.

> “The Biennial of Gotham” investigates the way through which some contemporary artists (Nicolas
Uribe, Carlos Pazos, Oyvind Fahlstrém, Isabel Samaras, Mark Chamberlain, Terry Richardson, Joyce
Pensato, and Bill O'Neill make the list), in their personal creations, borrow from Batman'’s figure and
mythology. The starting point is a scene from the movie Batman, directed by Tim Burton in 1989, in
which the Joker, played by Jack Nicholson, invades Gotham City’s art museum along with his evil gang,
and starts to vandalize that “sacred environment”, running over the exhibited works, scratching them
out as he wished, knocking them down, in a typical anarcho-pop performance. It is a reflection on the
tensions (and also the juxtapositions) between art and comic toons, institutionalized culture, and popular
mass culture in current times. It is a reflection on what to do before cultural tradition and about how we
should behave when going through the galleries of a museum (even if it is an imaginary museum).

® Constructivism was an artistic movement which appeared in pre-revolutionary Russia. Their palette of
colors (strident red, black, and white, most of the time), their geometric forms, and the structural qualities
they developed in their paintings, banners, and illustrations, became very well-known and later on
influenced many designers and pop music groups. “Kraftwerk, German pioneers of electronic music,
had wide usage of the constructivist aesthetics with their famous cover for the record The Man-Machine
(1978)", highlights Will Gompertz (2013, p. 202). Scottish band, Franz Ferdinand also gave constructivist
forms to the covers of their records and to the videos released in the beginning of the 2000s (Gompertz,
2013). [Translation of Gompertz’'s quotation was made by the authors. The original, in Portuguese: “O
Kraftwerk, pioneiro alemao da musica eletronica, fez amplo uso da estética [...] construtivista com a
famosa capa do album The Man-Machine (1978)"]
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joy”, derivative of the first and most tender contact with pop products (be them rock, comics
— pop culture, in general). Thus an intermediate style is created, says Fernandez Porta (2013,
p. 101), characterized by “this synthetic and carefully dirty feature, ingenuistic more than
naive, halfway between the school notebook and the art zine, that was made popular in the
last years by a whole kind of good bad drawers.”"

Hofbauer could be implying that pop imagery depends very little on any overproduction.
Actually it would be about an endeavor of young daydreaming adolescents, and, to some
extent, isolated and kept-to-themselves people, to their crises and their mental images. Their
practice very naturally seems to belong essentially to them, not to big corporations or
professional drawers. It could not be any further from the grown-up world. It could not be
more unacquainted to the world of formal and institutionalized markets. Therefore, it is not
by chance that the band Shellac is among one of the most frequent appearances in Hofbauer’s
illustrations. Since the mid-1980s, the guitarist and producer Steve Albini (currently in chief of
the afore-mentioned American act) has been working on kinds of soundscapes and musical
approaches which are as much as dirty as intentionally careless — positive sloppiness, we might
call it — that have been providing support and input to the new generations of punk music
(from Nirvana, in the beginning of the 1990s, to the band Metz, around 2010 — sticking to
two cornerstones of Sub Pop releases®).

Dealing with this, at our times, is dealing with the technical production of spontaneity, as
Fernandez Porta says. Surely an artist such as Daniel Johnston — both a musician and an
illustrator — can be seen and can be better understood as a typical case of this very generative
process. A generative process, for that matter, whose valences — technique and spontaneity,
as we have seen — are also strength lines, important common threads for the more extensive
reflection on culture and pop music.

3. The Devil and Daniel Johnston, the biographical movie directed by Jeff Feuerzeig, in 2005,
might be the best calling card, the most viable introduction to the weird and difficult world of
the singer born in January of 1961, in Sacramento, California. Awarded at the Sundance Film
Festival with Direction Award: Documentary, the movie emphasizes Johnston’'s mental
problems, who was diagnosed with schizophrenia and severe bipolar disorder’. What emerges
from it, to some extent, is a heroic narrative, about artistic overcoming and redemption. But
there is another relevant aspect, recurrent throughout the plot, not dissociable to the previous

’ Translated by the authors from the original, in Spanish: “ese trazo sintético y cuidadosamente sucio,
ingenuista mas que ingenuo, a medio camino entre el cuaderno escolar y el artzine, popularizado, en los
Ultimos afios, por toda una estirpe de buenos malos dibujantes”.

® Small record label held in Seattle, United States. A big portion of bands associated to the grunge scene
of the 1990s belonged to Sub Pop’s staff. It is possible to say that there is a “Sub Pop sound”, it being
very characteristic, forged with distorted guitars, and with references to punk and to the English heavy
metal of the 1970s. For Simon Reynolds (2010, 2013), DIY ideology had, as one of its main
consequences, the creation of an “anti-corporate micro capitalism”, not necessarily identified with the
left in the political-party spectrum, but disturbed by the sluggishness and lack of imagination of
commercial bureaucracy. Sub Pop might have been described — in its initial moment, at least — as one
label which assumed this model of catalyzing “productive unit”, more agile, more attentive, and more
organic.

® Given the proportions, all necessary safeguards taken, Johnston could be compared to Arthur Bispo do
Rosario (1909[?]-1989), Brazilian visual artist, who also suffered from schizophrenia and produced all of
his oeuvre while secluded at Col6nia Juliano Moreira, a psychiatric hospital in Rio de Janeiro, in the first
half of the 20" century (Silva, 2003). Both demand more accurate comprehension in regards to
associations between madness and artistic creation.
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sub-text, concerning the representation of a self-built genius (and, by extent, “self-healed”)
amidst the social adversities and psychic confusion he battles against.

Even though he is depicted as “a genius defeated by his own genius” — as said by Leandro
Antunes, in a feature published in Ro/ling Stone Brasi/ magazine, which was made due to the
coming of the singer to Brazil in April, 2013 —, Johnston makes the classic symbol of the
American self-made man work. In a more complex and less glamorous register, it is quite the
truth. The myth is now inverted, translated to an image of physical decay, incorrigible romantic
love, and paternal dependence. Well, even in a market society, of ferocious competition, and
vigorous pragmatic precepts, success must not be seen as an absolute category, monolithic or
one-dimensional. On the contrary, it must be gauged in a more comprehensive calculation, in
an ad hoc equation, involving risks, available resources, misfortunes, and always incidental
pretensions.

The Devil and Daniel Johnston gives us the portrayal of someone who went to hell, faced
his personal demons — the title of the movie is not a mere coincidence! — and came back,
having fled the way he could, in a ragged mental health; someone whose oeuvre cannot be
evaluated coherently without the component of, let us say, being “subjective” or “clinical”. |.
e.: the kind of do-it-yourself experience that he incarnates occurs both inside and also outside
of stricter social demands and sociological reasons — some of it being diverse from those ones
which ruled the DIY practices of standardized punk, for example (Hebdige, 2004; Reynolds,
2013, p. 49-68). Here, as a last resort (or as in a first resort, as we wish to observe), it is about
finding a source of self-esteem, the gear to psychic stability.

The homemade forms of production, the studio as a workshop —the family’s house garage
as a symbolic premise, primordial ground —, the tactics of self-expression doubling over,
oscillating between illustration (naive!?) and music (art brut!?), the search for authorship as a
search for stability in the world are very sensitive topics, and Johnston’s case displays it as few
others do. At the same time, the low-budget production', personal distribution — the demo
tapes passing on from hand to hand, copied singularly [“— Holy patience, Batman!”] —, the
nearly empty concerts, in poorly appropriate places, and mouth-to-mouth publicizing were
also underlying the life story of that who is the great beautiful loser, the dearest white trash
of American indie and college rock in the decades of 1980 and 1990.

It is not surprising at all that artists such as Beck, and Jad Fair, bands such as Sonic Youth,
Nirvana, and Wilco — some were his actual partners, in varied adventures and varied musical
projects — have him in the highest regard. After all, Daniel Johnston's sociologically-
unmotivated DIY, in spite of his roots and emotional foundations, can still work for an
ideological use, it can still be capitalized sub-culturally. Through it there is even another
manifestation of the mythic substrate, another inescapable bias — would it be another “dead-
end road”? — of aesthetical debate: the figure of the authentic creator, with the purity and
innocence of a child, the artist connected to the “soul of the world”. And what does he do?
How does he produce? It is worth following it.

" Due to scarcity of financial resources, Johnston ordered big batches of already-recorded audiotapes
which contained sermons of Anglican and Evangelical pastors. Such tapes turned out to be cheaper than
blank tapes. In them he recorded his compositions in a direct fashion, playing it all live, with no cuts.
That was then the final product, a noisy product, permeated by hissing and very perceivable flaws
between songs. Every now and then, at any given interval, excerpts of the religious sermons originally
inscribed could be heard.
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4. "Precariousness” and “amateurism” are not appropriate words to describe the video that
was made for the song “Hard Time”, in an imprecise moment between 1980 and 1990"".
Apparently, in an inattentive glance, they are useful expressions to us and — it is imperative to
admit! — hold good indicative power, they grasp with much precision that which is being
sighted on screen. There is no denial: we are before an amateur and precarious register. It is
almost embarrassing. Just open your eyes and see it. However, there is a driving dynamics over
there, there is an “imaginary engagement” — projective delirium (!) — that perhaps constitute
the more expected rocker component of any artist that intends to be recognized as such™.
Here Daniel Johnston puts on a real show. It is at this level that assessments are insufficient
and crippling.

Harmony structure and repetitive phrasing of the song are not serious matters. Very little
is explained by the song’s lyrics (one among many to be dedicated to his eternal inspirational
muse, Laurie Allen”). But there is a rather suggestive emotional ambiance, seldom
approached: intimate, spontaneous and self-complacent. All of that is above - in its
phenomenological relevance sense, at least — its evident precariousness and amateurism, so
easily discernible.

Everything leads us to believe Johnston is at home, possibly at his living room, with his
closest friends only, no one but them. What do we see? We see the “artist” being introduced
by an impromptu master of ceremonies — it is the band’s own drummer, in a double role —,
we see an Elvis Presley poster used as a curtain, through which Johnston comes to public,
ceremonious and classy; we see musical instruments hanging on the wall — some others on
the ground, leaning on furniture; we see diverse objects (pillows, vinyl records, beer bottles),
loosed up, left alone to chance in the inside of the modest residence; we see the musicians as
laid-back and everyday-like clothed as possible (shorts, sleeveless shirts, flip-flops).

The spectacle begins. Promptly what comes to surface is background, complete and
sudden, which turns out to be explicit and gives us a funny feeling of proximity. Actually,
everything became background. The living room is the stage. The stage is the living room. Is
that a rehearsal? We do not know. It is quite tough and even unnecessary to tell it. Such
distinction does not make the slightest sense anymore. After all, the video for “Hard Time”
looks like a draft, an unfinished drawing. It is there —in this intimate sketch, made for oneself
— that an emotional trigger essentially connected to rock survives, unadulterated and
untouched, almost with no translation, leaving it to be synthesized on Daniel Johnston's

" “Hard Time"”, the song, was recorded in 1986. It came out in an EP in 1991, released by Austrian label,
Seminal Twang. The video must have been shot around this time.

“In the preface to the book Después del Rock. Psicodelia, postpunk, electronic y otras revoluciones
inconclusas (Reynolds, 2010), Pablo Schanton says that two “popemes” guide Simon Reynolds’ texts:
the impetus to deconstruct the ideological discourse of pop, and the temptation to give in to their
bewildering appeals (Schanton in Reynolds, 2010, p. 10). A “popeme”, if we well understand it, can be
equaled to that which Roland Barthes called photography’s noeme, in the book A Cémara Clara (1984):
the essential distinctive feature. Without the critic’s weapons and detachment, Johnston lies completely
subdued to the fatal hedonism of pop music.

" “The Devil and Daniel Johnston” would not be such a worthy and elucidative documentary without
introducing us to Laurie Allen. And she is indeed there, with all the prominence she deserves. Allen is
Johnston's first teenage crush, and by him has never been overcome, and never reciprocated. There is
an enormous repertoire of love songs dedicated to her, among which “True love will find you in the
end”, re-recorded by Beck Hansen, among others. Out of curiosity and as a complement — as initial
contribution to a future study on the experience of romantic love conditioned to the experience of pop
music -, check on Heatley and Hopkinson, 2011.
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automatic gesture, his arm up, setting the strong measures, the rhythmic stresses, in deep,
trance-like concentration. It is the self-building of a fan as subject and rock star.

Suspended in a door-sized span, Elvis is the curtain-image through which one must go
through.

Figure 1 - Suspended curtain Figure 2 - Johnston entering the scene

Camera movements — travelings, irregular closes, absence of editing — give us the narrower
sense of scenic scenario in which we are in. The performance of the band happens even in the
puny limits of a living room — at the back, there seems to be a kitchen, a dining table. Johnston
attracts our attention, as sole protagonist. He is literally at the center of the room — absolute
ruler of our line of sight. Most of the time, the camera follows him. It is of use noticing the
way he interprets the song, its highlights being, apart from the just-mentioned emphatic arm
gesture, the reverence and liturgical seriousness he conveys. There is no sense of humor
involved whatsoever. There is only respect. Deep respect.

The ghost of Elvis Presley has been clearly evoked: it is manifested in the way to hold the
microphone, before a single pedestal for the display of lyrics or any other papers; it is
manifested on the subtle way to bend his legs, to move his hips and lean on the ground in an
attack position — as one who, at any given time, will need impulse or retraction. As someone
who is receding in order to pray.

Figure 3 - Arm Gesture Figure 4 - Receding in order to pray



1.4. "Do it yourself”: Daniel Johnston’s demon

In a private regime, of very restricted circulation and visibility, characteristic of the time it
was registered — MTV and VHS days —, Johnston's performance is rather intimate, proving itself
worthy, without any need of exterior rationale or justification to legitimize it 7rom the outside,
beyond the room — the living room — it occurs. It is nonchalant art. But what is the nature of
this work? Can we see it in fact as a work? What kind of investment does it demand? What
kind of investment does it dismiss? Little and much. It is hard to measure.

5. Labels and catalogs, tags and post-its. It is impossible to approach pop music without falling
within the handling of classifying categories. Among them, the category of “music genre” is
the most absorbing. Unmistakably it was the one which imposed itself in the course of history.
Obviously such rubrics bring us more functionality, give us more practicality to operate (to
guide our taste, to filter information) amidst heterogeneous and sloppiness production
(Silveira, 2013, p. 07-41). We live in “Tagstonbury'”, said Eloy Fernandez Porta, a pun alluding
to famous music festival Glastonbury, held in England. Highly frequently, debating pop music
is debating “isms” (that is: genres and sub-genres) which inhabit it. Thereby, not even
Johnston'’s exhibit in his private home can be separate from this recurrent analytical bias. So
how do we classify it then?

“Primitivism” is a good word. It may be an alternative. It is a pertinent variable, in a network
of similar conceptual variables. If we were to resort to aesthetic categories, we would say we
have a naive artist, that his art is rough art, not polished up, no knots, no final arrangements,
no consciousness neither prepared concepts. It is pure nature and immaculate spontaneity. It
is the ingenuism that Fernandez Porta (2013) spoke of. In Tagstonbury, Johnston is the naif
made up into the primitive artist.

Some interesting complications arise then. The first one: Johnston is an amateur in
extremis, but even so he is not out of the cataloguist game; on the contrary, it is one of his
landmarks, it is perfectly antipodal to mainstream artists, overproduced and market-oriented"”.
Differently said: the ideological spectrum (where choices and aesthetic judgments are taken,
where genres and their frontiers fossilize, be them more or less fluid) will never be complete
without this demarcation. Therefore, Johnston is still an echo, a resonance chamber to what
he seems to deny. He points eloquently to the space from which he absents himself.

Second one: among the available labels, primitive seems to be the most self-evident, it
seems to be the least conceptual of all, it seems to be, weirdly enough, the most natural. "It
is a tag which presents itself as if it was not a tag: the label that was given by Nature”',
comments Fernandez Porta (in Guimera, 2013). It is a stealthy /sm, which is not taken as such
and, because of that, serves pretty well to the reaffirmation of old and strong stereotypes

" For the Spanish author, Tagstonbury is “the experiencing of musical material in which the nomination
and the capacity to classify sound convert into an in-person and even Dyonisian social experience, which
is inseparable from the listening per se” (Fernandez Porta as cited in Guimera, 2013); [Translation made
by the authors from the original, in Spanish: “una vivencia del material musical en que la nominacion, la
capacidad para clasificar el sonido se convierte en una experiencia social, presencial y incluso dionisiaca,
que es inseparable de la escucha propiamente dicha.”]

" The DIY culture does not presents itself only as a resistance culture to mainstream, but also as a system
of propositions: it proposes to different genres of pop music — like folk, punk, and garage rock, most of
all - how to record, advertise, and organize shows on one’s own. At the same time, it models the system
of specialized magazines, stimulating the appearance of fanzines. Thus DIY acts as an invariable code,
shared by different cultural systems.

"® Translation made by the authors from the original, in Spanish: “Es un tag que se presenta como si no
fuese un tag: la etiqueta que puso la Naturaleza”.
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associated to art and artistic creation, such as the romantic artist, the misunderstood genius,
or the born poet. It is the idea of art for art’s sake in one of its returns.

Third complication: is it possible to perfect the art of being naive? Can | ga/in naiveté? Can
| become voluntarily more puerile, throughout the years, getting closer and closer to the
romantic, lo-fi spontaneity of Daniel Johnston — as John Frusciante, for instance, does (or tries
to do) in his cult solo career? What implications does it have to do in relation to the very nature
of this primitivism? After all, the acted primitive, lived as a deliberate choice, a conscious
aesthetic option — let us face it! — does not seem to be the best primitive. The good primate is
a real unconscious, whose motor is imitation, conditioned reflection, and untamed instinct.
He does not opt. Does not wonder. Does not change. He does not know of himself. Therefore
there is a considerable difference between choosing for precarious, on one side, and on
another, extremely opposite, live it as real embarrassment, without even noticing it. Good
precariousness escapes to the stylistics of precariousness.

As we can see, Daniel Johnston’s demons are not few. There is yet a fourth complicating
factor: the historical variable. In a career of more than thirty years, the Californian singer has
seen the growth, the popularization, the breakdown, the contingent disappearance, and very
likely, the re-functionalized re-apparition of different technological regimes (musical
instruments, effect pedals, audio and video devices, sound gear and sound mixers,...), in
successive swift generations, one after the other. When it comes to pop music — it is worth
remembering —, spontaneity is also a matter of reach and technical intermediation”’.

Nowadays, spread in social networks, shown in flat-screen television sets or on crystal-
liquid computer monitors, the images of “Hard Time"” sound even more curious, dorky, and
attractive. Before them, we feel nostalgic — taken by a “reflexive nostalgia'", as Reynolds puts
it (2012, p. 30). We miss it all: that time, that haircut, the gauge of that camera — that lost
adolescence. That single moment, that single take, now met again on YouTube, became a
Monument of Culture (Reynolds, 2012) — perhaps a Monument of Barbarity (Benjamin, 1986).

6. However it may be, the homemade video we examined here, even if picturesque, is a great
source of matters to be problematized in the multi-layered debate on profile, there being
included the limitations and the power of pop music in our contemporaneity. As from it, or
because of it, diverse discussions are opened: 1) of sociological character — the policies of

" by culture, to a good extent, derives from the invention of two media devices: audiotape and
PortaStudio. In mid-1960s, audiotape provided a bigger time of audio storage, allowing also new sound
signals to be recorded on previous inscriptions. Quickly consumers started to pass their discs over to
tapes, giving an exponential dimension to recorded music. Punk movement emerges at this process’
peak, with the proposal of musicians recording their songs on their own. Later, in 1979, PortaStudio is
made popular, a kind of portable audio recording studio which brought attached a 4-channel sound
mixer, one or two audiotape decks, and controls for in-and-out-of-signal buttons, volume control, along
with bass, mid, and treble. Adding four simple microphones, this device would give amateur musicians
the possibility to record a complete rock band, live, controlling and equalizing each instrument’s volume.
It was a great equipment for the production of demonstration tapes which would serve to try and
convince big record companies. Thus bands began producing their home tapes, with no need to worry
about the high cost of studio hours, neither about phonographic industries” impositions. However, it
consisted of much lower audio quality, caused by the use of tawdry, low-priced, poorly adjusted, out of
tune, or even scrapped equipment.

8 Reynolds (2012, p.30) resorts to Russian theorist, Svetlana Boym to establish a distinction between
“restoring nostalgia” and “reflexive nostalgia”. The former stands on folklore and romantic nationalism
to feed collective ego, alluding to past glories. The latter is of personal tone, intimate, refraining from
entering the political arena, complying in a melancholic acceptance that the past cannot be retrieved.
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identification through music genres, the policies of cultural resistance, the marginal existence
to the phonographic market; 2) of aesthetic character — such as the intrinsic estimation of
performance, the lo-fi and unpretentious stylistic, the amateurism as the last haven of
authenticity in rock; 3) of communicational character — about the systems of registration and
the media circuits necessary to autonomous production; 4) of Aistoric character — be it as the
reinvigoration of a finished history, here revisited (in a retromania [Reynolds, 2012]), in a
recollection, as one who looks at an old photo album, be it as the register of a utopian search,
a trans-historic search, the rescue of a primordial drive, the real thing, which occurs out of
time, and will not change nor will be reached by it.

Each one of these threads of discussion could be even more explored, sub-divided, and
filled with many other topics, many other sub-items. Each one of them would end up meeting
consistent correspondences and articulations with the others. They would be unfolding one
into the others. And we have not even mentioned — in order not to insist in an even more
delicate debate — the more psychiatric-related functions and biases of excessive drive, and the
experience of self-publication of Daniel Johnston.

It is indeed incredible that such a simple and carefree video can be covered up with
significant relevance and a plethora of meanings nowadays, which it might be so
representative of our age, and brings up current questions. What we did here was no more
than a first scrutiny, a first try of approximation. An essay, only that.

In any case, we hope we have evinced that the cultures of Do it yourself, of lo-fi, of
sentimental protocols — the resistance through small rituals, such as friends in their revelry in
a mess of a garage, as “Hard Time" is, in a nutshell — always find ways to perpetuate, securing
the space they need, the symbolic power they produce before the majority pop, surviving and
oozing through the cracks of media systems and hegemonic culture (with their dictates, their
prerogatives, their expectations, and their ways of doing welj). May Daniel Johnston and his
demons be with us for a long time.

Funding: This work was supported by the CAPES Foundation, Ministry of Education of Brazil, Brasilia
— DF 70040-020, Brazil.
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1.5. Empowerment through design-doing
experiences: workshops on nurturing creative makers
for sustainability

Nicholas Torretta’
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Abrstract

Transition towards sustainability entails dramatic changes in design and production. Accordingly,
The term “prosumption” coined by Alvin Toffler (1984) refers to a shift in consuming society in
which people become creators of their own products. As Anderson (2012) similarly argues that the
new industrial revolution concerns “creating creative makers”, empowering people through design
learning process is of a paramount importance. This paper is a preliminary attempt to examine how
people without design background can be empowered through design-doing experiences to create
products. To serve this purpose, we conducted two design-doing workshops in Brazil and Finland
in which designers played the role of facilitators throughout the learning, designing and making
process. The results from both workshops indicate that the participants felt a remarkable sense of
empowerment to design and make their own products, and achieved a new perspective on daily
life.

Keywords: Design-doing experience, Empowerment, Design learning process, Design for
sustainability

Sustainability has received widespread attention over the last two decades and has affected
various aspects of human life such as design and consumption. Consequently, design is
undergoing a revolution as a result of the recent concerns about sustainability. The transition
of design towards sustainability suggests that within the next few years, design is destined to
become inevitably sustainable (Shedroff, 2009). Recent developments in design for
sustainability have led to a variety of new approaches to re-think the traditional processes of
design and consumption. For instance, Walker (2006) underlines the importance of ingenuity
and restraint by stressing the necessity of “finding new solutions that requires less”. He
concludes that the concepts of extemporized design as well as self-made products are directly
connected sustainability. Walker's view is in line with the well-known Maslow’s pyramid in
which self-sufficiency is listed as one of the main needs of human being. Consequently, human
tends to shift his role from purely passive consumer to an active producer in order to satisfy
his own needs (Atkinson, 2006). Since 1980, as a result of increasing concerns about
sustainability, the position of people has been changed from merely customers to co-creators
in the design process (Fuad-Luke, 2009). The shift from consumers to creators is also reflected
in the term “prosumption” stressed by Toffler (1984), indicating an approach to sustainability
in which consumers create (produce) for their own consumption. Arguably, prosumption

' Aalto University School of Arts, Design and Architecture, Finland
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includes not only the process of production and consumption, but also remarkably meaningful
layers such as value creation. For this reason, prosumption can be described as an “activity”
initiated by the consumer in order to create values (Xie, Bagozzi and Troye, 2008).

DfS: DIY for sustainability

Prosumption activities include a wide range of approaches to self-sufficiency such as “Do It
Yourself: DIY”. DIY is recognized as being a type of prosumption (Wolf and McQuitty, 2011)
in which prosumers creatively make products for their own needs and desires
(Buechley,Rosner, Paulos and Williams, 2009). DIY is generating considerable interest in the
field of consumer behavior studies as well as design researches. However, there is still a need
for further studies in order to develop the concept theoretically and practically. An important
area in DIY studies includes the relationship between DIY activities and sustainability and “how
can DIY lead to the creation of sustainable societies?”. This relationship can be studied from
various perspectives. For example, DIY has been identified as being a process of value creation
(Wolf and McQuitty, 2011). A product that is made through a DIY process seems to be more
meaningful and valuable for the producer due to the use of his own creativity. For this reason,
the producer tends to retain the self-made product. Transition towards sustainability entails
new visions of value (Fuad-Luke, 2009). Thus, DIY activities as a source of value creation can
help individuals as well as communities to reach sustainability (Walker, 2006). In addition to
the concept of value creation, DIY activities are consistent with sustainability due to the use of
existing resources and repurposing materials. Given that, this paper focuses on how to
empower non-designers to participate in DIY activities through design-doing learning process
and consequently have a role in creating a sustainable society.

From the design point of view, the focal point of DIY activities is creativity. As previously
noted, DIY activities are consistent with value creation and making use of existing resources,
both entails creativity as a vital factor. Walker (2006) illustrates that DIY products are more
valuable for us due to the use of our own creativity in the making process. He also argues that
limited resources and scarcity can provoke creativity. Following that, Walker draws our
attention to the role of design in sustainability and underlines the necessity of creativity and
concludes that traditional approaches to creativity cannot result in design for sustainability.
Thereafter, he suggests that design is a process of creativity by “thinking and doing”.
Therefore, learning design through theory seems to be insufficient and practice should be
embedded in design learning process (Aylward, 1973). Conclusively, efficient learning can be
achieved through practice (Wenger, 1999). This reflects the old adage: “I hear and | forget, |
see and | remember, | do and | understand”.

Recent movements in design suggest a new industrial revolution in which everyone is
considered to be a designer (Anderson, 2012). For this reason, people should learn to think as
a designer (Lupton, 2006). This entails the development of design education and approaches
to learning (Harahan, 1978; Fleming, 2013). To serve this purpose, people should be involved
in the learning process through creative activities by Designing and Doing (Harahan, 1978;
Kilicaslan and Ziyrek, 2012). Anderson (2012) demonstrates that the current situation of the
world demands a new design culture by “creating creative makers”. He describes the core
criterion of the new industrial revolution as the age of “making of makers” that can be
achieved through practical design education. The author highlights the need to place “making
things” as a subject in the school programs to create designers for the new era.
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While recent approaches to design tend to engage people in different phase of the design
process, the concept of new industrial revolution encourages people to become “designers”.
As noted, the changing position of consumers to the maker of their own products requires a
process of learning through design-doing practices. We believe that the concept of “creating
creative makers” demands a learning process that empowers people to design and make
products. The aim of our work is to empower non-designers to achieve a design-doing
experience within the framework of DIY activities. To serve this purpose, we initiated a
research by conducting two design-doing workshops, in which the participants were able to
experience the sense of empowerment through a learning-making process. The present paper
describes the design-doing practice as well as the learning approach provided through DIY
workshops.

DIY to design-doing

DIY (Do-It-Yourself) activity is identified as a process of using, modifying and repurposing
available resources to creatively produce an object (Buechley,Rosner, Paulos and Williams,
2009; Wolf and McQuitty, 2011). Regarding the relation between DIY activities and
Sustainability, Shultz (2011) demonstrates that DIY is remarkably an eco-friendly approach to
consumption due to the use of recycled and reused resources. In addition, DIY activities have
been proved to be value-creation processes since they create a personal attachment between
people and their own products (Hoftijzer, 2011). Consequently, people tend to care more
about their own creatures, which in turn leads to more durability of the product (Verbeek,
2000).

In the field of DIY studies, the term “community” is attracting considerable attention.
Wenger (1999) argues that one of the initiatives of community creation includes collecting
people to tackle a problem or to create. Therefore, connection with the community of creators
is known as the major benefit of DIY activities (Frauenfelder, 2011). Tapper, Zucker and Levine
(2011) underline the role of community in the process of learning. They argue that learning
can be achieved in the framework of social participation. Similarly, DIY is described as a
learning process, which provides the participant with opportunity to share ideas with other
members of the community (Wolf and McQuitty, 2011). Participating in community-based
activities can also encourage people to create new experiences by the support from the
community (Scott, Bakker and Quist, 2012). Frauenfelder (2011) illustrates further reasons for
the empowerment through DIY activities. He reaches the conclusion that participation in DIY
leads to more comprehensive understanding of the environment and consequently the sense
of control over that.

Fuad-Luke (2009) stresses the importance of participation in design activities in the
transition towards sustainability. We believe that the concept of participation in design
includes not only the design activities, but also the learning process of design. According to
Kimbell (1982) design learning process entails active engagement of participants, which results
in the development of their understanding of the environment. Thus, he proposes that design
learning requires a structured practical framework.

In the present research, we focus on a design learning process that aims at design for
sustainability. In recent years there has been growing interest in the development of learning
processes towards sustainability, suggesting that design learning should remarkably
emphasize eco-design and approaches to design for sustainability (McCannon, 2010; Griffiths
and O'Rafferty, 2010).
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The main question we try to address in the present study is how to construct a design
learning process, which can serve the desired purposes. Knott (2013) asserts that people must
learn their own ways of designing and doing. This is in complete agreement with Wenger’s
(1999) statement that design learning should focus on providing new perspectives rather than
offering a “recipe”. Accordingly, we believe that the design learning process entails
facilitation, as Wenger emphasizes facilitation in design learning process. Through facilitation
of learning process, participants will be empowered to experience new possibilities and
develop their creativity (Aylward, 1973).

Practice-based learning is recognized as being a markedly effective approach in design
education. It encourages students to become involved in thinking and doing creatively
(McCannon, 2010). Additionally, hands-on experiences are considered as reliable sources to
gain knowledge due to the practical nature of experience (Shultz, 2011). However, studies on
the efficacy of design-doing experiences in the context of design education seem to be
insufficient (McCannon, 2010).

Design-doing experiences empower the participants to realize their capabilities and fulfill
three goals within the process: (1) to design, (2) to make, and (3) to evaluate the work (Wolf
and McQuitty, 2011). In order to validate the concept of “empowerment by design-doing
experience”, we conducted the following workshops. Regarding materials and tools, the
project was based on using the existing random materials. This was in line with Walker’s (2006)
argument, emphasizing the effectiveness of making use of existing resources in design. He
points out the influence of “scarcity” on “creativity” and concludes that the lack of resources
results in more innovative outcomes since people try to “create something useful from very
little™.

Methodology: designing the framework of workshops

VOQ project (see: www.virarogue.blospot.com) was a practical research within the framework
of DIY activities in order to empower non-designers to recognize their design abilities by
thinking creatively and eventually making a product. The research project aimed to validate
the fact that people can have a considerable influence on their surroundings and consequently
on the transition towards sustainability.

The VOQ project sought to address how design-doing practices leads to the development
of learning and consequently encouragement of people to think, design and create. We
believe that the design-doing practices provided in VOQ project enable the participants to
replicate the experience by themselves due to the achieved empowerment.

This section describes the methodology employed in our research project, that is divided
into two subsections. Firstly, we give an overview of the theoretical foundations of our
methodology and define how the learning process in VOQ project was based on the previous
methodologies. Finally, the two design-doing workshops will be presented respectively, and
their differences in terms of the process applied in each experience will be explained.

Basis of the design-doing methodology

The methodology in VOQ design-doing experiences is initially based on two learning
processes: (1) the “Triangular methodology for art education” presented by Barbosa (1991),
and (2) the “Steps of the creative process” proposed by Von Oech (1987).
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The triangular methodology (Figure.1) explains the process of art education in three phases.
The first phase includes the learning of the art history that initiates an understanding of the
connection between arts and everyday life. The second phase consists of the practice of art
critique. This practice enables students to understand and evaluate art works. In other words,
the practice of art critique empowers students to provide opinions about works of art. The
final phase is called “making art”, which aims at engaging students in the practice creating
an artwork. This creation is assuredly based on the knowledge and sense of evaluation gained
through the previous phases (Barbosa, 1991).

CRITIQUE

HISTORY

Figure 1 - Triangular methodology by Barbosa (1991)

In addition to the triangular methodology, we used the process of creativity proposed by
Oech (1987). He illustrates that the creativity process consists of four steps (Figure ure.2): the
explorer, the artist, the judge and the warrior. Each character represents a stage of creativity
process. Explorer mirrors the process of collecting necessary information related to a specific
topic. Artist represents the experimentation phase of the process in which the previously
collected materials is used freely to create a number of possible solutions for the topic. The
third character, judge, symbolizes the process of evaluation and critique in order to choose
the most appropriate solution among the proposed ones in the previous phase. Finally, the
warrior stands for the stage of applying the selected solution in a broader context.

Figure 2 - Creative process by Oech (1987)

Combining the triangular model and the creativity process, we developed the design-doing
methodology in VOQ workshops. Figure.3 illustrates the four stages of learning process in
VOQ project. Here we provide a brief explanation of each stage. However, due to the practical
nature of the project, more comprehensive understanding can be achieved through examining
how the methodology works in practice as applied in VOQ workshops.
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CYCLE OF IMPROVEMENT
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NEXT PROJECTS

MO
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Figure 3 - VOQ design-doing methodology

The VOQ design-doing methodology demonstrates the interplay of thinking and doing and
experiencing throughout the four stages, within a problem-solving framework. To inform this
framework in proper way, the methodology supports on local issues. Therefore treating topics
which are common to the participants.

The first stage, namely “see”, consists of understanding the status quo of a proposed topic.
The second phase, “opine”, comprises critical analysis of information gained in the previous
phase. This is where the participant filters information from the previous stage and develops
a series of guidelines. The guidelines are prerequisites for the development of the design-doing
experience in the next phases. The third stage, called “create”, embraces practical
experimentations as well as exploration through experiences. “Analyze” is the fourth stage,
which aims at the evaluation of the practical work within the framework of the guidelines
created in the second stage. At the end of this stage, according to the result of the analysis,
the participants can enter the “cycle of improvement”. This cycle consist of returning to
previous stages in order to perfect the project until it matches the prerequisites.

We found that our methodology is practically in line with a variation of models proposed
by other scholars. For instance, Aylward, (1973) and Kimbell (1982) emphasize the skills one
should learn to accomplish a design task as: (1) enquiry/exploration skills, (2) communication
skills, (3) manipulative/constructional skills, and, (3) evaluative/discriminatory skills. Similarly,
Scott, Bakker and Quist (2012) stress the importance of doing and thinking articulation in
practice-oriented design. Finally, Kimbell (1982) and Baynes (1969) point out the importance
of facilitation in design learning process and argue that design-doing practices should be
facilitated by designers.

Design-doing experiences

Workshop 1

Topics: Furniture and Objects

Date: September, 2009

Duration: 4 hrs/workshop

Organizer: Design Possivel NGO and Projeto Arrastao NGO

Project name: Design de Perifa (see: www.designdeperifa.blogspot.com)
Sao Paulo, Brazil

The first sets of workshops consisted of four separate design-doing modules in terms of
the theme: (1) to organize (2) to light (3) to sit, and (4) to support. Each workshop included 8
to 17 participants. Participants’ age ranged from 14 to 17, studying Art and Environment
complementary education programs, at the Arrastdo NGO. The workshop was planned as a
part their study course, thus no pre-registration was required. None of the participants had
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previous knowledge or experience in design. Therefore, the workshops were facilitated by two
industrial designers. Despite the difference of workshops’ themes, the structures were similar
(Figure. 4), varying only in the content. Each topic posed a problem to be solved during the
given time (four hours). The participants were asked to tackle the problem using simple hand-
tools (such as hand saw, hammer, drilling machine and screwdrivers) as well as scrap materials
(such as wood pieces and broken objects, collected from surroundings).

making phase

“ knowledge

for project
development

INTRO
ACTIVITY

PRESENTATION

practical examples

Figure 4 - Process of Workshop1

Figure.4 shows the process of the workshop. The introduction phase consisted of
experiencing the actual problem (the main topic of the workshop). For example, to experience
the need for “supportive objects”, we collected the participants in an empty room in which
some images were installed in the middle of the space. Handing papers and pens, we asked
the participants to draw one of the images in five minutes while they were not allowed to use
walls or floors as support. The aim of the introductory task was to lead the participants to
work as a group in order to fulfill the task (Figure.5).

-

Figure 5 - Group performing the introduction task

Following that, we started a reflective conversation about their experiences. Expectedly,
students pointed out the lack of supportive objects such as table that could ease the task. As
the conclusion, we presented the main theme of the workshop: “to support” and asked them
to make a table to solve the existing problem. To prepare the students for the making phase,
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we designed the “theory” phase, which consisted of visual and verbal presentations.
Presentations included examples of the topic (in this case, table). We divided the examples into
three categories: (1) designers’ objects (products designed by famous designers) (2) designed
objects with sustainability features (in terms of materials and process of production), and (3)
up-cycle vernacular design objects (DIY products). Students were asked to make notes,
throughout the presentation, expressing their opinions about the images and explaining why
they liked or disliked them. Eventually, each of the participants prepared a list of criteria to
refer during the project (Figure 6).

Figure 6 - Presentation phase

In the making phase, participants were divided into groups and each group provided with
materials and tools (Figure 7-9). Afterwards, facilitators asked the groups to explore available
materials and experiment possible solutions. This stage consisted of the interplay between
experimentation and reflective thinking. Throughout the making stage, facilitators were
assisting the progress of the groups. In addition to helping the participants to use the tools,
facilitators were playing the role of creativity trigger. For example, they were trying to
encourage students to think and experience other possible solutions by asking “why not?"” or
“How many other ways can it be done?”, as well as referring them to previous phases.
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Figure 7, 8, 9 - The making phase

Simultaneously, each group was provided with media documentation devices such as
camera and computer. The computer was connected to twitter and blogger, enabling the
groups to document, publish and receive immediate feedback on the development of the
project (Figure 10).

Figure 10 - Students documenting their progress

Once the group was satisfied with the result, they focused aesthetical factors such as
painting, sanding, coating and drawing on the final object. Subsequently, each group
presented their product to the other groups. During the presentations they explained three
topics: (1) how they built the product, (2) how they worked to meet their prerequisites, and
(3) what changes they would make to improve the product.
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Finally, the products (total of 11) were transferred to the DDP exhibition at Arrastdo NGO's
premises in November 2009, for public visit (Figure 11-20).

Figure 11,12,13,14,15,16,17,18,19,20 - Final products of Workshop 1

Workshop 2

Topic: Trash and Creativity
Date: March, 2013
Duration: 2 hours

Organizer: Metropolia University of Applied Science, Environmental Engineering program
Course name: Environmental Arts
Vantaa, Finland

The second workshop was a part of Environmental Arts course in Environmental
Engineering program (Bachelor Degree). The aim of the module was to engage students in a
design and creativity process, and familiarize them with design for sustainability. A total of 15
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students (17 to 20 years old) participated the workshop. They were divided into three groups,
with no background in design. The Environmental Arts course aimed at the production of arts
works by using trash, generated in the campus during a semester. The workshop consisted of
two hours teaching and experiencing, facilitated by one industrial designer. The major
difference between this workshop and the former one included the making phase, as for the
latter took place after the workshop. For this reason, we re-designed the module (Figure.????),
in which students were given two months to create their products.

~
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Figure 21 - Process of Workshop2

The introduction phase started with an activity to create an informal atmosphere and
prepare the participants for creative thinking. For example, students had to throw an object
(Angry bird doll) as “speaker stone” to each other, meaning that the one who receives the
object should introduce himself (including name, one thing that he liked and did not like).
Afterwards, we described the structure of the workshops that started with theoretical
introduction to sustainability, up-cycling and recycling, trash re-use and DIY. Furthermore, we
presented examples of products made from up-cycling process or DIY in the VOQ project.

As previously mentioned, the making phase could not take place during the workshop
time. Therefore, we planned some exercise based on Oech’s (1987) model to prepare the
participants for creative activities. The first exercise, called “circle drawing”, focused on the
“explorer” perspective. We provided students with pen and paper and asked them to do the
following tasks respectively: (1) draw a circle, (2) put a dot inside the circle, and (3) draw a line
from one side to another side of the circle. After, the participants were asked to compare their
drawings with other ones. Expectedly, they realized that the drawings were remarkably similar.
Consequently, we explained the importance of exploring in creativity by pointing out
alternative ways of doing the task.

The next exercise, sought to address the “explorer” as well as “the artist” according to
Oech’s model. We handed a paper to the participants, on which 12 empty rectangles were
printed and asked the students to transform each of the rectangles into a new image (Figure
22). In other words, our main focus was to improve the explorer (examine what can be done)
and the artist (transforming into a new shape).



70 ‘ Keep it Simple, Make it Fast! An approach to underground music scenes

Figure 22 - The “explorer” phase exercise

In the following exercise, we focused on three aspects of the creativity process: the
explorer, the artist and the judge. We asked the participants to stand in a circle, hold each
other’s hands and remember who the neighbors were. Then they were asked to release their
hands and freely walk around the classroom until they hear the “freeze” sound. At this stage,
they were asked to find their neighbors and try to catch their hands again without making a
circle. As a result, the participant created a sizeable knot. Thereafter, students were asked to
re-create the initial circle, holding each other’s hands. The purpose of this exercise was to
enable the students to experience the “cycle of improvement” in the VOQ methodology.
Consequently, the participants could experience the explorer (understand the situation), the
artist (create the knot), and the judge (compare it with the initial circle) (Figure 23-25).

Figure 23, 24, 25 - Students performing the circle exercise
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In addition to the workshop, the learning process was supported by complementary
activities based on the VOQ methodology: (1) see: they visited art museums and investigated
the waste issue in the campus, (2) opine: students evaluated the results of the previous stage,
(3) create: students had the opportunity to experience the materials during the course, and (4)
analyze and finalization: they evaluated and prepared the product for the final presentation.

Figure 26, 27, 28, 29, 30, 31, 32, 33, 34,35 - Final products of Workshop 2

Workshops’ results

The outcomes of design-doing workshops derived from the participants’ feedback as well as
the final presentations of projects. Feedback from Workshop 1 was collected through
interviews with participants by a TV program called Usina de Valor (HSM management TV) in
Brazil. In Workshop 2, feedback was taken by Metroplia University as a written form. Each
team received a feedback form in which the participants shared their feelings and opinions

about the following aspects of the workshop:
e Theoretical part
e Practical part
e Teamwork
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e Cognitive outcomes
e Emotional Influence

Analysis of workshop 1

The final production of groups underlines the importance of community in design-doing
learning process. Our observation from team works as well as feedbacks indicated that Groups
with strong connection and communication experienced a more joyful activity and
consequently more successful outcome. The presence of media also helped the groups’
performance considerably. A team member who was not completely involved with the making
phase, took the responsibility for the project documentation. Therefore, we were able to see
the workshop through the lens of participants.

Interestingly, students showed significant emotional attachment to their productions, as
they asked to take the objects home. However, they were not allowed to take the product
because of the exhibition. Nevertheless, the participants were impressively taking care of their
own creatures before and during the exhibition.

Stressing the role of empowerment by design-doing experiences, the last workshop (to
support) included some participants who participated in the first workshop (to organize). These
participants showed a better control over the process and were often leading their new groups
through the stages of the workshop. Obviously, these groups showed a higher performance
and accomplished the projects considerably faster. As a result, they had enough time to focus
on aesthetical aspects of the product such as painting and finishing.

Figure 36, 37 - Finalizing the products

Analysis of workshop 2

In the final presentation, students presented their approach to the design-doing practice
as well their achievements. They also presented their trial and errors and consequently focused
on how they overcame the barriers. This indicated the importance of “doing” experiences in
the learning process, which leads to empowerment. While two groups had a specific goal at
the beginning of the workshop, the third followed an open approach to the process. The
themes were as follow:

Group 1: Create a piece of art - increasing the awareness to preserve coral reefs

Group 2: Create a graphical piece - raising consciousness of the other students about the
waste generated in the campus

Group 3: Create useful objects — using the waste in the campus
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The first two groups were straightforward on reaching the goal. They went through the
methodology with their strict aim in mind. Therefore, the outcome was not unexpected and
the goal was fully achieved. On the other hand, the third group chose an open approach and
based their work on experimenting materials in order to create any kind of useful objects. This
group had a more diverse result. Their objects ranged from baskets to bags and art pieces
(Figure 25 to 34).

Comparing the final products of each group, we did not identify any significant difference
in terms of being more creative. All groups reported that they experienced extreme fun during
the projects and interested in doing similar practices in their daily life.

Learning process outcomes — feedback on experiences

Participants’ feedback after the workshops reinforced the validity of design-doing
methodology in three categories:

1 — New perspective

According to feedback, most those participated in design-doing workshops commented
that the experience created a new perspective to their daily life. For example, a participant
from Workshop 1 strongly believed that the experience shifted her vision in life, “It is another
way to see things. Completely different from how | used to see. It changed my way of life”,
she said. Similarly, a group from Workshop 2 concluded that “The reality of things depends
on how you look at it, a complex thing may prove to be simple, when you change your point
of view".

2 — Empowerment

The majority of respondents reported a sense of empowerment after the design-doing
experiences. For instance, a student from Workshop 1 commented, “so, (we did) things that |
could not even imagine that | had the power to do”. One of the groups in workshop 2 stated,
“First we did not know much about the topic and how to do, but the process was really
understandable and inspiring”.

3 — Practical experience

Interestingly, nearly all of the participants emphasized the importance of practical
experiences to deal with everyday problems. For example, a student from Workshop 1
described the experience as: “It was like, like a shock! We didn't know... then you see that
thing lying down on the floor... and thought it is useless. And then after a short time, this
same thing, you take and transform in something different”, and another participant from
Workshop 2 stated that "It is extremely useful to see how your project relates to real life”.

Conclusion

This paper has underlined the importance of design-doing practices as examples of DIY
activities in the process of design learning. It has also portrayed the process of empowering
the participants to experience hands-on activities. In addition, the study indicates the
fundamental role of designers as facilitators in leading the learning process into desired
outcomes. Furthermore, we believe that the strength of our work lies in the methodology
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designed according to the framework of each workshop. Referring to the participants’
feedback, results have been noticeably promising, thus we think that our method could be
applied to similar design-doing practices with minor modifications.

Our work has led us to the conclusion that design-doing experiences result in creating the
sense of empowerment despite the differences of learning process. According to the students’
feedback, the sense of empowerment as well as achieving new perspective indicate the long-
term effect of design-doing experiences on their daily life, which can eventually lead to a more
sustainable way of living. This supports Anderson’s (2012) idea about the new industrial
revolution as “creating creative makers”, in which people are encouraged to design and make
their own products.

We hope that our work will be helpful for future studies on the transition towards
sustainability on a wider level. Thus, to further our research about empowering people to
choose sustainable life ways, we are currently investigating alternative ways of living in
particular contexts such as Helsinki, Finland. The prospect of being able to empower general
public to believe in their roles in sustainability, serves as a continuous incentive for future
works.
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2.1. Punk comix. a journey through the “flirting” of
comics and punk in Portugal

Marcos Farrajota’

Abstract

The communication is focused on the way punk is depicted in the Portuguese comics and what the
Portuguese comics tell us about punk in Portugal. It is an outcome of the work | have made with
KISMIF's project both as activist of independent publishing and a worker in the Lisbon Bedeteca.
The interest in this project is due to the fact that most of my work as author and publisher has been
influenced by the aesthetics and political logics of punk or the underground - not considering myself
punk because my crest only lasted a few weeks and if I've slept in an occupied house it wasn't on
purpose - maybe the underground culture in general is more significant to me than punk, whose
canons and dogmatism do not appeal to me.

Keywords: punk, Portuguese comics, underground culture

Questions and statements

This paper seeks to analyse the way in which Punk has been treated and portrayed in
portuguese comic books, and what these may have to tell about Punk’. It is grounded on a
basis of a personal testimony, empiric writing and an investigation on the public and personal
records on the matter (especially those of the “Bedeteca” in Lisbon).

This article serves as a reference to those who wish to approach Punk, urban cultures,
music, DIY culture, graphical and editorial arts from a comic book perspective. Comics (from
the french bande dessinée) is subject to social and institutional recognition, related to as a
mass produced object, and aimed at an infant-juvenile target age group. It is seen as “freak
art”, for using simultaneously texto and image, which usually annoys the well behaved and
stationary things which could be placed on a literary or visual category. It is precisely this hybrid

" Comics Library of Lisbon/ BLX, Municipality of Lisbon, Chili Com Carne Association, MMMNNNRRRG
label, KISMIF Project, Portugal.

® It the the “Keep it simple, make it fast! Prolegomenons and punk scenes, a way into Portuguese
contemporaneity (1977-2012)" (PTDC/CS-SOC/118830/2010) shortened to KISMIF. It is under scientific
coordination of Paula Guerra. Besides the author of this text, other members of the project include: Ana
Oliveira, Ana Raposo, Andy Bennett, Augusto Santos Silva, Carles Feixa, Hugo Ferro, Jodo Queir6s, Luis
Fernandes, Manuel Loff, Paula Abreu, Pedro Quintela, Rui Telmo Gomes and Tania Moreira. It is a project
financed by the Sciente and Technology Foundation and FEDER (COMPETE operational program),
developed in the Sociology Institute of the University of Porto (IS-UP), in partnership with the Centre for
Cultural Research (GCCR) of the University of Griffith e a Universitat de Lleida (UdL). Other participant
institutions include: Faculty of Economics of the University of Porto (FEP), Faculty of Psychology and
Educational Sciences of the University of Porto (FPCEUP), Faculty of Economics of the University of
Coimbra (FEUC), Centre of Social Studies of the University of Coimbra (CES) and Municipal Libraries of
Lisbon (BLX).
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state in which it lives that makes it interesting to those who need images or texts in an
investigation on culture — such as that of KISMIF on punk.

Despite its bold and original begginnins, Portuguese comics has a lack of generalized
production forms, due to the little funding given by publishers both to commercial and author
books. Worse even is to note how few works tell us about Portugal and its people, even when
masked as fictions and self-fictions. One could blame Fascism or even the peripheral
geography of the country for the lack of content; but after the 25th of April, and until today,
very few works have taken the form of “reports”, “journalism”, “chronicle”, “journal” or
"autobiography”.

Furthermore, there is little observable regularity in the production of each author for a
continous analysis of evoltuion on a specific theme to take place. The works and authors seem
to skip through times — some authors make two comics albums separated by 17 years — and
there seems to be incipient dialog between author and work. To have a more complete
framework to think “Punk comics” it is necessary to access other sources, be them illustration
or the independente publication world.

Given these general limitations it is to access
portuguese Punk comic books. Luckily, through the archives of the Bedeteca of Lisbon, it is
possible to access almost all editions (even the more underground ones) to work on this theme
— or any other for that matter.

Despite the Portuguese productive “misery”, one can find several curious and valid works
to study punk in Portugal.

Questions were raised as to who should investigate, study and answer on the importance
of the construction of comic books in Punk culture. From the beginning one can find New
Tork magazine Punk Magazine (1976/79) of John Holmstrom which is closer to an
underground comic book than a muci magazine. In Lisbon we have the case of the “Mundo
da Banda Desenhada” (later called Op) store, which, between 1977 and 1987 was a common
meeting place of lisbon’s punks and bohemians. The case pointed out by Paula Guerra, Pedro
Quintela and Julio Dolbeth in catalog God Save the Portuguese Fanzines (2014) about the
importance of the comics found on the first Porto punk fanzine, Cadaver Esquisito (1986).

"

all” of the productions surrounding

Are there works which approach punk in Portugal?

Yes there are and in several ways. The first comic book to depict punk characters did it in 1983
with a female character — something to be taken in consideration in such an androcentered
setting as comic books and punk. Sabina and Sangue Violeta are the characters/comics which
come to us through the hands of Fernando Relvas in the Se/e weekly publication. After that,
punks slowly fade out as other subcultures are born and raised in the last decades of the 20th
century, serving as “urban furniture”. They are brought back in the beginning of this milennia
with the arrival of the Autobriography of Portuguese comics. In this they are treated as more
than stereotypes, and seen, criticized, questioned and asked to testify real events and facts.
There is a greater proliferation of short stories, since they took their medium to be
“precarious” publications (such as fanzines), or as ephemeral “gags” in newspaper pages.
This is the case of the work of Nuno Saraiva. For the most cases, the role of punk is always
secondary to the comics, but in longer works it seems to take a greater protagonism, such as
the work of Relvas, 88by Nunsky and Punk Reduxby Joao Mascarenhas. It is however in these
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same shorter comics that the most interesting and documental content can be found — authors
such as Teresa Camara Pestana, Marcos Farrajota, José Smith Vargas.
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Figure 1 - Sangue Violeta, Fernando Relvas, 2004

The first comics with Punks arrive in the newspapers — Relvas in Se/e and Diniz Conefrey
in Blitz— but its media presence fades out as it loses impact as an urban culture during the
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90s. Comic books with punks come officially back with the reprint in book form, from 1996
onwards, catching the Portuguese comics boom of the time. In a savage calculation,
nonetheless, most Punk comics arrive in small scale editions such as fanzines and self-published
books by Rigo, T.C. Pestana, Associacdo Chili Com Carne, comics fanzines (Ritmo, Epitéfio,
Nuxcuro, Hips!, Mesinha de Cabeceira, KBD e Azul BD3), punk fanzines (Caddver Esquisito,
Morte a Censura e LBN Punx Zine) and also punk comics fanzines: Over-12, Os Positivos e
Ezequiel.

What documentation do those works present on the reality
of punk?

Accordingly to the worries of the KISMIf project, there was an attempt to locate topics which
can help investigators of further studies proceed in their approaches: the bohemian portrait
of environments connected to the urban cultures of Portugal; the identification of punks
connected to music, bands and concerts; aesthetic and behavioural codifications; the
sociabilities with other urban tribes, especially the neo-nazi skinhead culture; sexual
behaviours, drug use, okupa movements and finally aging in punk.

In what concerns bohemia, Portuguese comics has several works which present realistic
cases of the places most frequented and the respective “fauna”. It pertains mostly to the
capital of the 80s and 90s, in the works of Relvas, Ana Cortesdo (whose untitled 1993 work,
later reprinted in the album “ My /ife is a sewer” is of the utmost importance to understand
cosmopolitanism and gentrification of the late 80s Lisbon), the collective dloum MNoites de
Vidro (CML, 1991), about the Lisbon nightlife sites, and the three comic books of the (anti-
heroic) Ruivo by Diniz Conefrey in Blitz. As for the representation of punk musicians, one can
conclude that Jodo Ribas (1965-2014) is the archetypical super-punk. He is the most portrayed
musician, by several different generations: Relvas in Sangue Violeta (in Se7e) in 1984 with the
band KU de Judas; Diniz Conefrey in the Blitz newspaper (1992) and by Afonso Cortez-Pinto
and Marcos Farrajota in the disc Raridades (2009) in his time in Censurados. There are several
other bands represented, not necessarily punk but underground, mostly in the 90s.

Comics also proves excellent in representing behavioural and aesthetic codes of urban
tribes and we would find several works already mentioned (Relvas, Rigo, etc...) as well as later,
in the case of other tribes, portraying it. In the first volume of the series Loveboy by Marte and
Jodo Fazenda, we can see the globalized behaviours of an “alternative culture” marked by
MTV. Surprisingly enough, the presence of skinheads in comics, mostly as figurines but
sometimes as antagonists to the main characters, is quite distinct, especially during the 90s.
The only realistic portrait of these individuals is given by the first comic book of Auivo (by
Connefrey), which takes notice of a weird and stupid game of giving slaps to each other. Other
urban tribes (rockabillys, dreads, “vanguards”, freaks and metalheads) appear in other comics
in relatively pacific coexistence. Police violence is never portrayed, asides from a brief mention
in a comics by T.C Pestana in a Gambuzine.
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Figure 2 - n/t, Ana Cortesao, 1993



Keep it Simple, Make it Fast! An approach to underground music scenes

NOITE FOi DEMASIADO LA’ DENTRO UNS SKINS DIVERT/-  QUTROS, COMO EU, SENTIAM-SE
?s‘&fs:‘ssrfz A AS M&I‘H:s la;AoN 55 AM-SE JOGANDO 8S ESTALADAS  CURIDSOS MAS MEID RERDIDES.

NETALEHROS DESANCAVA UM 6ATD.

Figure 3 - Ruivo, Diniz Conefrey, 1991-92

We sought mentions to sex but there were few interesting results, asides from the same
standards of sexuality of all portuguese comics — a mostly heterossexual point of view. Among
fiction works, there are erotic fantasies in the punk imaginary space, as shown by Nunsky, in
two editions of Mesinha de Cabeceira. As for drugs it seems almost synonymous with Punk,
and therefore “she” (that is, heroin) is always associated to it, be it in fiction, humor or fantasy.
The most real case would be excellent work of Pestana — O meu vizinho in the Gambuzine of
2008 — which retells the personal experience of the author in an “okupa” in Hannover in
1989, amongst drug addicts. It is assumed that Portuguese punk okupas only took place in
the 90s, and maybe because of that they took a longer time to figure in comics. Only in this
millenia are there records of them, despite mentioning as far back as 1989, like the work of
Pestana, which, despite taking place in Germany, and needing a certain socioeconomic
distance, reflects its zeitgeist suitably. There are two cases of Portuguese “okupas”, one in the
book Boring Europa (Chilli Com Carne, 2011) about the destruction of the SPCC, probably
the last Lisbon “okupa”, and José Smith Vargas about the dismantelment of the building
where the social self-suficient Es.Col.A project took place, in the Alto da Fontinha, Porto.

Regarding "aqging”, the situation is further complicated, since there is no parallel to the
work of north-american Jaime Hernandez, Locas, in Portugal. It is necessary to skip through
the magazines, in the records of several authors, to offer identical situations. The research will
need to be about authors who use autobiography as source for their work, such as Marco
Farrajota, Marco Mendes and Teresa Camara Pestana. It is necessary to bridge them, though
there are real confrontations between two of these authors — Pestana criticizes Farrajota for
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being an "office punk (...) almost authentic”, in a number of Gambuzine (2001). This is an
interesting situation, with an active participation in DIY culture and comics worlds in 1995,
2001 and 2011, collaborating in several zines about the “state of the art” of his life, on a
mostly professional level. Mendes has practiced an autobriographical work since 2007 and
2012, talking of themes such as Porto bohemia, precarious work and the misery of the
Portuguese social crisis of the XXIst century. Both situations are a worry of a “mérdia’" class
(using Pestana’s term) and not of punk culture, but can be analogous in the analysis of the life
of creatives in Portugal in the last decades. Finally, there have been “existential” questions
directed towards punk and underground culture by Farrajota in the brazillian zine Prego
(2011), in the booklet of the DVD of the 15th anniversary of the Barroselas Metal Festival
(2011) and the Slovenian magazine Stripburger #62 (2013)

\Er

HAMOVER I

d 7 VD014 1D A8 kA
WINFR CASA CTiA UMA CASA De TRABAUTADy-| | TREAKS. FOTARDS, ANARGGESqUEIOIETAS, zFAmua'
&u on Njtio Do SEC XX, REAVOAS BA;T:? ’Y‘Vﬂfﬁsd_ltjm Echrg« 3 rzwmrizs T husltos

DPSPO PUNKS Revoz 15,

I I

N

Figure 4 - O meu vizinho, Teresa Camara Pestana, 2008

> Note of translator: this expression, left in the original portuguese due to the impossibility of translation,
is a play on the words “média” meaning average, and “merda” meaning shit.
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Figure 5 - Soka, José Smith Vargas, 2000

In what way is punk treated in comic books?

Badly treated, of course! Mostly in fiction and fantasy genres, in the line of the oficial culture,
the punk individual is portrayed as a little street criminal, a marginal or a drug addict, generally
identified with a mohawk. Even the main characters of the works about punk themselves
portray less than human images of life — what does Vio/eta by Relvas tell us? As much as the
widely known “No Future” slogan. One could state that tere are no interesting punk
characters. There are no “anti-heroes” in Portuguese punk comics either — no Portuguese
Peter Pank, Tank Girl or Bob Cuspe to be seen.

Only by the late 90s and on this millenia are punks treated as people (Pestana, Boring
Europa, Farrajota) due to two reasons. First, because punk in Portugal started as something
shallow, an urban tribe to escape the post-PREC monotony, and only in the 90s did it transform
into a fully underground circuit, which include structures and militant lifestlyles; and second,
because only in the 90s did portuguese comics acess new paradigms of “Alternative Comic
Book” creation, both from north-america and europe. These were the pioneers of the
documental genre, until then forgotten or inexistente — oddly enough, when the pioneers
Rafael Bordalo Pinheiro and Carlos Botelho did chronicles exhaustively.

Are there authors who were/are punks?

The discussion on this topic is complicated because one would have to identify punk authors
in a very large list of Portuguese comics’ authors who are connected to a DIY ethic. This DIY
culture in national comics is justified by the lack of interested publishers who wish to dedicate
themselves to Portuguese authors, be it in commercial or non-commercial works. To identify
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the artists who have published their fanzines or created indepedent structures of publishing
shows a true movement rarely seen in other creative areas in this “country where nothing
happens”. More than to have existed punk authors, there were authors who “flirted” with
Punk and DIY culture, some more militant than others, rarely using a mohawk.

Trying to use international models to identify “punk authors” positions identical situations,
with the due reserves. The case of the British Simon Gange, the king of punk comics, that is,
of a genre comics in a very specific market niche, could be found in the case of Portugal in
authors such as Marceldo and Valter de Matos who published and still publish respectively the
fanzines Over-12 and The Positives. Circumscribed to the smaller circuit of portuguese
Hardcore and Straight Edge, it makes them nearly invisible to the “public eye”, compared to
the “fame” of Gane in the international underground. However, in this millenia, the
portuguese underground has professionalized, and despite its comics do not reflect directly a
punk lifestlyle, we find the names of André Coelho and José Smith Vargas to be recognized
more for their graphic work on posters, disc covers, skates, T-shirts of the underground music
international world. In the case of Jaime Hernandez, or a “comics with traditional looks which
portrays a scene”, the cases of Relvas, Conefrey, Loverboyand Mascarenhas have already been
mentioned, focused mostly on the situations of bohemian Lisbon, but grasping tenously the
phenomenons of aging and giving voice to a cultural minority. In the case of the french Matt
Konture, or “An autobiographical comics of the punk scene” there is TC Pestana, who is
situated in an underground lifestyle and a deep contact with this culture. And to match Gary
Panter (or “comics with a graphic style which originates in punk action”) we have found no
possible paralell.

In the case that there are punk authors, what grphic styles
do they employ? Is there a portuguese graphic style?

The graphic styles of Portuguese comics are severely personalized due to the lack of critical
productive mass. Each author, underground or even commercial, develops his own unique
graphic style, which is imitated by few and which reflects and unrepeatable carreer path,
impossible to be followed by others.

Increasing the observation spectrum to comics’ authors who did graphic work to
bands/discs/posters of punk bands, one cannot discern a single graphic pattern. This echoes
the fact that in the 80s and 90s few national bands were releasing discs, a fact that only
increased in this millenium and created a niche for authors like Coelho or Vargas.

We attempted to identify some common lines between national production with the base
characteristics of punk aesthetics. We concluded that “iconoclasty” and “humor” are not
characteristcs one can point out for similarly placed reasons. In the first case, because of the
scarcity of collage in comics, or rather, the exclusive employment of that technique; in the
second, the impact of hte brazillian magazine Chiclete com Banana(where Bob Cuspefigured)
by Angeli, went beyond the punk “ghetto” and was found on several humorous or generalistic
productions of portuguese comics. It is also to consider that scatological and silly humor is too
universal in punk production to be thought as a national exclusive.

The "brutism” (or spontaneous dirtiness of the drawing) and “DIY"” (not an aesthetic value
in itself) are characteristics which bring together a series of authors of comics, punk or not,
which have dealt or not with punk questions since the 70s. In part this is due to the advent of
cheap reproduction rechniques (print machines), which allowed each and everyone to publish
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without having to ask, and allowed the authors to explore the limitations of those same
technologies in the treatment of their images, which helped to develop their styles.

It would also come to be the technological development of digital means (starting with
text processing to Photoshop) which would mark the “cleaning” and graphic leveling of the
underground. It eventually created a professionalized environment which mixes itself with
oficial culture, from the mid 90s onwards

Finally, approaching the production and self-publishing of the fanzines, the “chicken or
the egg” doubt is born in portuguese comic books. To look at the great production of
portuguese fanzines which dates earlier than the 25th of April of 1974, it leads one to wonder
if the influence of Punk on Portuguese comics is nothing but a parallel phenomenon, subject
to something bigger which was happening. A question which undoubtedly merits its own
investigation. The portuguese production of comic books is built essentially on an amateur
setting, strongly DIY, and which seeks to exist throughout the times and especially after the
Carnation Revolution due to the low level of professionalism. Very few series are published in
newspapers and magazines, and even fewer the orders of books on the subject. Almost all of
the post-Revolution production is made of self-publications and small-scale publishers. One
could state, in a single slightly demented and exaggerated phrase, but one which nonetheless
deserves some though: the Portuguese comics is Punk!
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2.2. What does the Balaclava stand for? Pussy Riot:
just some stupid girls or punk with substance?

Alexandre M. da Fonseca'

Abstract

5 punk singers walk into the Cathedral of Christ the Savior in Moscow, address the Mother of God
herself, ask her to free Russia from Putin and “become a feminist”. They are stopped by the security
and three members are later arrested. The rest is history... Nevertheless, Pussy Riot have proven to
be more complex. This article aims to go beyond the dichotomies and the narratives played out in
Western and Russian media. Given the complexity of the affair, this article aims to dissect the
political thought, the ideas (or ideology), the philosophy behind their punk direct actions. Focusing
on their statements, lyrics and letters and the brechtian way they see “art as a transformative tool”,
our aim is to ask what does the balaclava stand for? Are they really just some stupid punk girls or
is there some substance to their punk? Who are (politically) the Pussy Riot?

Keywords: Pussy Riot; Punk and Direct Action; Political Thought; Critical Discourse Analysis; 3" wave
feminism

Who are the Pussy Riot? Are they those who have been judged in court and sentenced to
prison? Or those anonymous member who have shunned the two persecuted girl? Or maybe
it's everyone who puts a balaclava and identifies with the rebellious attitude of the Russian
group? Then, are Pussy Riot an “Idea” or are they impossible to separate from the faces of
Nadia and Masha? This is the first difficulty of discussing Pussy Riot — defining who their subject
is. Hence, we focus on their different “incarnations” to understand of which substance they
are made of.

But are their “ideas” easily perceived? Or is the geopolitical context an ever present
distorting feature? Is it possible to look at Pussy Riot for what they “truly” are or we can never
escape our material position? Are they part of a liberal, a feminist, anti-capitalistic political
project or all at once? And are we to look at Pussy Riot from a sort of “void position”, without
any knowledge of their social and historical context? How would this change our regard of
them?

After all, the greatest question guiding this article is: Do Pussy Riot have a political thought?
Or are they, in reality, just some stupid unconscious girls as the prosecutors of Masha, Nadia
and Yakaterina would have us believe? But, then again, what would we lose by looking only
at these three known member of the group? Isn't anonymity part of Pussy Riot's “Idea”?

Let's take a step back. The history is well known. Three girls were arrested and judged, in
2012, a few weeks after a “performance” at the Cathedral of Christ the Savior in Moscow.
Although other members of the group had also taken part of the performance, they were
never been found. The three were judged and considered guilty of “hooliganism motivated

' Centre for Social Studies, University of Coimbra, Portugal.
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by religious hatred”. Ever since they have all been released’, and the 2 most famous took part
in a global tour to denounce the conditions of prisons in Russia.

This is what transpired to the “global public sphere” (Talanova, 2013:2), a brief and
superficial résumé of the whole Pussy Riot affair. But our goal as social analysts is, following
Foucault's advice, to dig deeper and to retrieve the deeper meanings, the undergrounded
motives and to make them emerge.

Our angle of attack will be Pussy Riot's own words and. In the first part, we will look at
both narratives of the Pussy Riot affair in the “west” and in Russia, only to see how, in both
places, there has been a misrepresentation of Pussy Riot. In the second part, we will take a
look at the group’s musical and political influences, as well as their social context. Finally, we
will study in careful detail and based on their song lyrics, statements in court and interviews,
their “Political Thought”.

Misrepresenting the riot?

As stated at the beginning of the article, one of the most difficult tasks of an article devoted
to Pussy Riot is to define the “subject” of Pussy Riot. In order to better define the task of
studying the narratives of the Pussy Riot affair, we will concurrently refer to both Pussy Riot's
known members and the group as such (or anonymous who belong to the group) and we will
recur to a review of literature of mainly (though not exclusively) Russian authors writing in
English (Akulova, 2013; Bernstein, 2013; Chehonadskih, 2012; Talanova, 2013a; Talanova,
2013b).

The results of the research are unanimous in presenting a completely opposite treatment
of Pussy Riot in the West and in Russia, as well as the different dispositifs through which the
collective’s message has been downplayed or overemphasized, according to the objectives of
the mainstream ideology. Kolesova's (2013:45) statement is illustrative of both narratives:

Though the dominant discourses around the Pussy Riot case in Russia and in the United States
were almost opposite in their content, there were some similarities: both of them presented
rather flattened versions, demonized or domesticated respectively, of the Pussy Riot collective
and largely ignored their political project. Both representations served to protect mainstream
ideology.

In the West

How were then the Pussy Riot perceived in the West? Kolesova (2013:vi) argues that the
case has been generally read in the West through the frame of “Human Rights and the Cold
War"”, whereby Pussy Riot’s political content became that of “martyrs for western values”, in
an idealized struggle of good versus the “evil” Putin (see also Bernstein, 2013:234)..

Hence the interrelated narratives on Pussy Riot seemed to be mainly focused on: 1. the
case of a liberal collective fighting for freedom of expression in the cultural “Other” 2. the
myth of the Pussy Riot heroes versus an oppressive dictator 3. a cultural approach whereby
their feminism and their representation as women takes precedence over their political content
4. all of which leading to the negation or ignorance of the political message of the collective.

Rioting in Russia, the oppressive dark-age “Other”?

? Yakaterina was found not guilty sooner than the other 2.
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In the article where she critically analyses the media discourses around Pussy Riot, Talanova
(2013b:11) notes that the BBC referred to the trial of the 3 rioters as a “return to the dark
ages” and that the Russian political system was “attacked...for its authoritarian nature”. This
seems to be the main trend of the whole affair, where other (geopolitical) factors have taken
precedence.

Russia’ has been considered a strongly conservative and despotic country not fitting “the
paradigm of western democracies” (Kolesova, 2013:40). Several deficiencies related to
freedom of speech, the role of church in society — thus ignoring the “tradition of atheist culture
in Russian and Soviet history” (/bid..40) — or other cases of state coercion have been presented,
thus reinforcing the broader orientalist portrait of oppression and conservatism.

References to the Soviet era and/or the Stalinist regime have also not been absent (/b/d.:41-
2) and as other recent political manifestations, e.g. the so-called Arab spring or the Ukrainian
stand-off, the demands or issues have been reduced to a call for democracy and more liberty,
seen as the standard western values.

While Pussy Riot have, in some occasions, reinforced these aspects themselves — using
western references in clothing, type of music and their name or in their speeches in court
(Ibid.:34)" - another important feature supporting this production of an oppressive “Other”
has been the massive support campaign by western celebrities - who also ignored other similar
protests in Russia (Chehonadskih, 2012:2).

Putin, the “Oriental dictator” and villain?

A similar script followed the discourses around the affair, although centered around Pussy
Riot as the David of contemporaneity to the Goliath Vladimir Putin, or as Kolesova (2013:10)
states “in Western media...an idealized and oversimplified historical narrative of individualized
resistance to the tyrant government” has been constructed. Although in some contexts, the
Russian Orthodox Church also has played the role of Goliath, the main antagonist of Pussy
Riot has been, without a doubt, Putin.

Once again, this description was emphasized in some of the 3 rioters declarations and
mostly in their songs (Bernstein, 2013:16). But the media have been important in capitalizing
this “standard Hollywood format” where a “hero stands against the dark forces of evil...and
the result (is) a moral victory and ethical supremacy” (Talanova, 2013b:24).

This account is problematic, not only due to its simplification, but specially because it
obscures “the importance of mass protest that conditioned the emergence of the Pussy Riot
collective” (Kolesova, 2013:41) and reinforces the liberal ideology of individual resistance over
the collective struggle —especially if the main focus of the collective Pussy Riot is anonymity. It
also simplified the whole trial making it seem that sometimes it as Putin himself who was
manipulating every single outcome.

The women question

Even if they're seen, most of the times, as the heroes of the story, the three members of
Pussy Riot on trial have also been pictured as victims (Talanova, 2013b:14; Talanova, 2013a:8;
Kolesova, 2013:43) of an all-powerful malevolent regime. Thus, BBC and others tried to

’ But specially its president Putin, as we will see.
* And especially after their release and subsequent “tour” to see the conditions in prisons abroad.
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produce what Talanova (2013b:11) describes as a “human touch story”, where the age and
the fact that 2 defendants had children was prioritized’.

The ambiguity of this account is very much present because the “cost” of their political act
is both portrayed as heroic and sacrificial. Their victimization or their heroism served as a
simplified portrait, denying the subtleties of their actions. In other accounts, their feminism/ty
also served to disregard their political points and by “giving them a voice”, the commentators
seemed to be also taking out “their” voice and agency, ignoring or overlooking their
statements (Kolesova, 2013:43).

Still, the most problematic description was the portrayal of Pussy Riot as the “beautiful
rebels” (Talanova, 2013a:22; Kolesova, 2013:42). In her article, Talanova shows the different
treatment and sensations transmitted by the trial photos in Russian and western newspapers,
with the “Independent” presenting “artistic portrait photography...highlight(ing) the youth
and the good looks of the convicted girls”, quite apart from the caged girls “like monkeys in
a cage”, in the Russian newspaper Trud.

Finally, there has been a clear differentiation of the attention given to the three women.
Nadja Tolokonnikova was and still is the “face” of the band, with her facial features being
overemphasized, concealing not only their other 2 comrades (Akulova, 2013:282), but also
their political gesture and specially the “idea” of anonymity of the band. The media has thus
presented an image of Pussy Riot in profound contradiction with the values of the collective.

Therefore it’s easily understandable that the media has not given the full picture of Pussy
Riot and ignored some of their messages — e.g. their anti-capitalist stance. Still, this is by no
means unique of the western media and also in Russia, many of their motives have been
snubbed and/or manipulated.

In Russia

Whether or not one agrees, Russia is our “cultural other”. Our lack of knowledge of specific
cultural particularities (or simply of the language) does impede the access to the discussion
and lived realities of the case. Regardless and trusting again the review of the literature and
the author’s insights, we can easily conclude that, as in the West, the case has also been
depoliticized.

During the trial, Russians could have been introduced to their political views, but that has
hardly been the case. Both the prosecution as well as Putin and most of the political class
denied their explicitly political act in the Cathedral and turned it into a moralistic matter
(Bernstein, 2013:230-234).

One such example is the accusation of “hooliganism motivated by religious hatred” for
which the accused were sentenced to jail. But also Putin rejected the gesture as political and
mentioned that they only tried “to desecrate a sacred space” (/b/id.:232). He recalled a previous
action by the group “Voina” — “Fuck for the Heir Puppy Bear” - claiming it as amoral and
“describ(ing) th(e) performance as an act of group sex...[for] personal gratification” (Talanova,
2013a:36).

Finally, similarly to the western accounts, the fact that the defendants were women served
to further diminish their actions — for some it even seemed impossible that they did not have
a man behind guiding their deeds. For others, their feminism was a further indication of their
will to “desecrate” the altar and the Church. Their agency and speech were denied and the

> This also happened in Russia, although with completely opposite aims.
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fact that Nadja and Masha are mothers caused further indignation and incomprehensibility of
their acts (Bernstein, 2013:234).

Influencing the riot

In order to be able to make the case that they are not “just some stupid girls”, we will take a
look at their influences, inspirations and previous belongings to grasp how the group emerged.
Distinguishing from other more casual inspirations, there seem to be 2 undeniable sources of
what the Pussy Riot “mean”: the Riot Grrl and the Voina group.

Riot Grrl, Guerrilla Girls and the 3 wave feminism

Pussy Riot members acknowledge their “tribute” and inspiration from the Riot Grrl
movement (Schwartzman & Maillet, 2013:180), a DIY punk girl movement, which emerged
on the in the early 1990s, part of the as the so-called “3" wave feminism” (Kolesova, 2013:3).
A movement opposing our patriarchal society and breaking gender barriers (Tancons, 2012:4),
while also placing “an emphasis on the multiplicity of feminisms” and “replac(ing) attempts
at unity with a dynamic and welcoming politics of coalition” (Kolesova, 2013:15:183).

It's therefore a feminism more focused on the individual(ity) (Schwartzman & Maillet,
2013:184) and open to the new media, exploring the possibilities of “cheap and accessible
modes of production” (Kolesova, 2013: 12). The exploration of other means of
communication is also related to their anti-commodification stance, as well as, paradoxically,
a claim for ownership (Mcmichael, 2013:100), as if, by rejecting their commaodification and
allowing for the free dissemination of their content, they can own it more.

Thus through their defiant and atypical gestures, political stance, “artistic protests and
punk music”, Pussy Riot are considered as continuing the tradition of female empowerment
which emerged with the Riot Grrls (Schwartzman & Maillet, 2013:180) while also winking at
western audiences familiarized with this kind of performances (Talanova, 2013b:16).

Other very important feature of the Riot Grrls, especially of the so-called “Guerrilla Girls”,
which Pussy Riot has replicated, is anonymity. Much like the Guerrilla Girls, who wear gorilla
masks in every public appearance to “expose the hypocrisy and blatant sexism throughout the
art world” (Akulova, 2013:12), Pussy Riot adopted the balaclava to emphasize the same point
and to demonstrate that more importantly than their selves is an “Idea” (Zizek, 2012).

The only big difference to the Riot Grrls movement is that, contrary to them, Pussy Riot do
not hold sanctioned concerts, opting for illegal and unannounced “in your face” appearances
in public places, more close to the direct action style of actionists and, in Russia, the Voina
(meaning “war") group, of which Nadja and Yakaterina were members.

The Voina group and the actionist tradition

One of the most known performances of the group Voina has been the “Fuck for the Heir
Puppy Bear...sexual acts that took place in...the Biological Museum in Moscow in front of a
taxidermy display of a bear... a pun of Russian President...Medvedev’s last name” (Kolesova,
2013:4), after the “farcical and pornographic elections’ in which Medvedev was to inherit
Vladimir Putin’s ‘throne’” (Talanova, 2013b:20-21).

Although the character of this performance, as we argued before, has been dismissed by
Putin as an act of pleasure, this and other Voina performances are inherently political. Among
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other performances criticizing the Russian political and juridical regime, have been the “Palace
Revolution” in 2011, where 2 members of the group overturned seven empty police vehicles
(Chehonadskih, 2012:7).

Another example of their direct actions was the “Cock held captive by the FSB”, the FSB
standing for the Russian secret services, with an image of a penis was drawn in front of the
FSB building. Finally, some of the girls in the group took part in another polemic action called
"'Kissing a cop”, during which they “forcibly kissed police women in the Moscow Metro”.
Although the aggressive content and “sexual violence” has been rightly problematized by
Akulova (2013:281), this constitutes an exemplary performance of the Voina collective.

In fact, one could argue that the political substance of these direct actions have been
transfigured into the words of the Pussy Riot aloum “Kill the sexist” and into their illegal
performances. With some slight differences, the rebellious spirit of Voina has migrated to Pussy
Riot, after the separation of some members of the group (Chehonadskih, 2012:3) and has
without a doubt influenced Pussy Riot’s political thought.

Political stupidity, political action, or political thought?

Pussy Riot seem to tread along three political lines — that of apparent “stupidity”, that of
aggressive action and that related to thinking of and about themselves and society as a whole.
After accounting for the diverse narratives about the “Pussy Riot affair” and their self-claimed
influences in the first part of the article, we will now focus on what we see as their political
thought.

In order to do that, we will firstly analyze their songs’ lyrics, their statements in court and
interviews, to end with the exchange of letters between the philosopher Slavoj Zizek and
Nadja. Departing from their anti-Putin® and feminist stance, we will dissect among Pussy Riot's
philosophical influences, as Kolesova (2013:3) cites “poststructuralist philosophy, anti-
capitalist theory...and LGBT movements” combined with a libertarian anti-authoritarian
posture and historical references to political dissidence — the dimensions most often
overlooked.

Anti-capitalist stance

No money for art!

One of the lesser known aspects ignored on both sides has been Pussy Riot's anti-capitalist
stance. One of the most important aspects of this posture is the refusal to commercialize the
band (Masyuk, 2013:2) and to hold for-profit concerts, a practice that would lead to the
dismissal of both Nadja and Masha of the group.

This happened after their appearance as “Pussy Riot” together with Madonna and others
for an Amnesty International benefit concert on the 2™ of May of 2014, which led to an open
letter where anonymous members remembered that “selling tickets ‘is highly contradictory to
the principles of Pussy Riot""
the commercial concert with Madonna is contradictory to the principles of Pussy Riot, it's

important to note that both Nadja and Masha stopped being members, maybe even before

and that they “never accept money for our performances". While

® And the regime as a whole, including the close connections between the church and the state, a
dimension of their protest often ignored (Akulova, 2013:281)
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that concert. Thus the contradiction is their acceptance of being referred to as Pussy Riot, not
in appearing in a “for-profit” concert.

Together with this artistic and political position, as some authors noted, Pussy Riot (as a
group), by holding concerts in “unpredictable locations and public places not designed for
traditional entertainment” seemed to demand, as other collectives which emerged recently, a
return to the public common. A demand of “transforming private spaces into a public ones
open for participation and discussion” (Kolesova, 2013:4) and to make “art...accessible to
everyone” (Tolokonikovoy, 2012a:3).

The black gold, the “regime” and western complacency

In order to spark a discussion about the nature of the “regime” in Russia, its usage of oil
and the connections between elites, especially businesspeople and criticizing also the
repression in the country, four Pussy Riot held a “performance” in an oil platform and called
the song “Gruel-Propaganda”.

In it, they not only criticize president Putin who has “distributed the countries’ richness to
his friends” in important companies and in “high places” — “Federal Penitentiary Service,
Interior Ministry, Emergency Situations Ministry, and Rosnano, LUKoil, TNK, Rosneft, and
Gazprom”, but also compare Russia to the Arab and Persian authoritarian regime:

You have a president like Iran’s ayatollah,
And your church is like it is in the U.A.E.
So, let everything be like it is in Qatar,
Evildoers at the oil towers,

Pumping till its dry

A physics university teaches theology.

Although this is a very raw but also very aggressive denunciation of regimes that function
based almost on “exporting nature” while repressing most of its citizens, in personal
declarations and in her letters to Zizek, Nadja goes a step further and argues that such regimes,
especially Russia would not be allowed to do that, if it weren't for western buyers, denouncing
the hypocrisy of clamming high values, while doing business with the countries’ elites and
leaders.

I call for a boycott, | call for honesty, | call for not buying oil and gas which Russia may offer. |
call for applying all the humanitarian standards, traditions and rules which Europe speaks
about. That would be really honest. | am for truth and honesty.

Les pays ‘développés’ font preuve d'un conformisme...et loyauté...vis-a-vis des
gouvernements qui oppriment leurs citoyens...Les pays européens et les Etats-Unis collaborent
volontiers avec la Russie qui adopte des lois moyenageuses et jette en prison les opposants
politiques...La question se pose: quelles sont les limites admissibles de la tolérance ? Et a quel
moment la tolérance se transforme-t-elle en collaborationnisme, en conformisme et en
complicité?...Voici la justification...typique du cynisme: Qu'ils fassent ce qu'ils veulent dans
leur pays. Mais cela ne fonctionne pas. Car les pays tels que la Russie et la Chine sont inclus,
en tant que partenaires...dans le systeme du capitalisme global

Pervert capitalism?

Why does Nadja make this point about Russia and western “collaborationism” and “tacit
approval” of the regime? In the exchange with Zizek, she's refusing both the anti-hierarchical
and emancipatory character of capitalism, as well as the universalization these characteristics
to all countries and regions of the world. Taking the example of her own country, she claims
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that “the anti-hierarchical aspect of capitalism isn’t more than successful publicity” (Zizek,
Tolokonikovoy, 2013).

If on the consumer side, every wish seems possible — a point to which Zizek would agree—
on the producer side of capitalism “the logic of totalizing normalcy still functions on the
regions that assure the material basis of every creative, new and mobile things in late
capitalism”. Therefore, in these regions “workers are entitled to no eccentricity, only
unification and static rule”.

Contrary to the “fable” of “crazy dynamism”, the old and worn off mechanisms of
exploitation are present and still rule, if not only in Russia, where “old friends of...Putin get
the most important benefits of the Russian economy...(with whom) he studied...(or) was in
the KGB...Arent this frozen and rusty social relations? Isn't this a feudal system?"

If capitalism is a perverted form of social ordering, Nadja’'s answer is not to “reject it all
together” (/bid.). According to her, is more productive to “play with it, and in playing it, to
pervert it, to turn it towards us, our beliefs and ideas, to recruit it”. Thus, although she criticizes
the Eurocentric and colonial approach of some thinkers, in an interview, she mentions that
while being disturbed by the “shortcomings of the consumer society”:

“we're not looking to destroy consumer society. Freedom is at the core of our ideology, and
our concept of freedom is a Western one. This is a fight for the right definition of freedom.”
(Alexander, 2013)

Libertarian and anti-authoritarian struggle

More than a rejection of capitalism altogether, Pussy Riot claim the “right definition of
freedom”, thus their support — here, of Nadja and Masha — for the “oil tycoon and Kremlin
critic...Khodorkovsky” (RFE, 2014) must be understood more in the sense of a fight against
authority than “capitalism”. This seems to be the true fight of Pussy Riot, if their punk attitude
is any indication (Mcmichael, 2013:103; Parker, 2012:2).

Thus, if the band itself is led by "anti-hierarchy” principles and “doesn't have any leaders
or faces”, the true test of their libertarian posture is their songs, such as “Death to Prison”
and “Raze the Pavement”. In the latter they appeal for “a Tahrir on the Red Square”, a claim
for both revolt and internationalism (Kolesova, 2013:5), a similar message to that of “Putin
has pissed himself”. As Kolesova (/bid.) suggests, more than songs, these are “manifestos”,
and more than performances, they're discourse in action. (Mcmichael, 2013:105).

One could argue that this revolt is the true aim of Pussy Riot, as showed by the song “Death
to Prison” where they profess anarchist principles: “the will to everyone’s power, without
damn leaders/ Direct action — the future of mankind!”. Their rejection of an oppressive
information state is also evident “The fucking end to informant bosses!” and, after the
imprisonment of their 3 comrades, the denunciation of the “prison institution” is more than
evident:

Death to prison, freedom to protest (...)
Make the cops serve freedom (...)

Take away the guns from all the cops

Taste the smell of freedom together with us.

This is a fight that both Nadja and Masha, even after their separation from the collective,
are pursuing, a struggle that other intellectuals, such as Foucault or Angela Davis have
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pursued. Since they carry the belief that “the state of prisons reflects the state of society”,
they see prison as a:

“little totalitarian machine...Russia is really built on the model of the colony. Therefore it
is...important to change the colony now, so as to change Russia along with the colony.”

According to Nadja, the aim of prison is to make the prisoner become “an automate” and
to maintain them in a “state of stupidity” but also that this is the way “the system works...
(and) forms the slave-like mentality in people”. Thus, one could argue that there really isn't a
distinction between their fight as “Pussy Riot” and their struggle in a NGO against prisons —
it's all about unjustified and unruly authoritarianism (Oliphant, 2013:4).

History of dissent

During their trial, the three (ex-)Pussy Riot mentioned several times important and historical
figures of dissent, especially of the former Soviet Union, but also of philosophers, political,
religious and artistic activists. These allusions were made not only to state their case, but to
position themselves in “a genealogy of dissenters (who) cannot be silenced in a Siberian
gulag” (Carrick, 2014:278) and have the “support (of the) people and the flow of history”
(Kolesova, 2013:34).

Russian dissenters

There’s a long line of Russian or Soviet dissenters. Pussy Riot may remember them to
demonstrate that, unlike the human rights narratives, “the change will be done by fellow
citizens, who already succeeded in making several unfair regimes fall” (/b/d.:35).

But they also do it to make the case that History is dangerous to any regime. Nadja, for
example, asked, during her trial: “who could have imagined that history, especially Stalin’s
still-recent Great Terror, could fail to teach us anything?” To strengthen their argument, they
made further references to “Stalin’s troikas or Khrushchev's trial on the poet Josef Brodsky”
(1bid.:34).

Furthermore, they have identified themselves with the “Oberiu poets”, exponents of
Russian absurdism, who liked “what can’t be understood” and claimed that “what can’t be
explained is our friend.” Nadja also presented Pussy Riot as “Vvedensky's disciples”, who died
on a train for unknown causes, possibly “a bullet from a guard”, having “led art into the realm
of history”.

Other point of support, stated in an interview from Nadja (Masyuk, 2013:3), were the
“Russian religious philosophy...of the early XX century”, who back then demanded the
“modernization of the Orthodox Church”, rejected by the “Church people”. Why does she
make this analogy? She is, at the same time, explaining that she does not have any religious
hatred, but again, inscribing their struggle into History itself.

Philosophers and political dissenters

Deleuze said that philosophy is “engaged in a ‘guerilla campaign’ against public opinion
and other powers that be such as religions and laws” —isn’t this a good way to describe the
actions of Pussy Riot? Aren’t they though in action? Contrary to what some might think, the
3 convicted rioters have studied — philosophy, journalism and photography — and they are
keen to knowing their philosophers. Furthermore, their balaclavas are a powerful sign that
ideas do matter (Zizek, 2012).
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They have been influenced by feminist theorists, such as “be De Beauvoir with the Second
Sex, Dvorkin, Pankhurst with her brave suffragist actions, Firestone and her crazy reproduction
theories, Millett, Braidotti's nomadic thought, Judith Butler's Artful Parody” (Langston, 2012)
or “Judith Butler of ‘queer theory’” and “Alexandra Kollontai” (Penny, 2012), a Russian
feminist. Pussy Riot’s “mission” may be to open doors to other feminisms, and as Yakaterina
affirmed “Most Russian women are interested when you...talk to them about queer theory
and international women's studies”.

In prison, Masha Alyekhina (2012) revealed that she also talked to other inmates “about
Orwell, Kafka and the governmental structure”, as well as “quotes from Foucault”. She also
“read the Bible and the works of Slovenian philosopher and Marxist Slavoj Zizek”. Yakaterina
had, in her home, a “book about Chinese concept artist Ai Weiwei, a book by Russian dissident
and winner of the Nobel Prize in Literature Joseph Brodsky, as well as ‘The Strategy of
Conflict’...by American economist Thomas Schelling”.

Their dissent is broader than the “regime” or Putin, although it might not have seemed so.
During the trial, they referred often to Marx’s famous maxim “Philosophers have hitherto only
interpreted the world in various ways; the point is to change it” (Tolokonikovoy, 2012b). As
Zizek (2012) stated “Pussy Riot are anti-cynicism embodied. Their message is: IDEAS MATTER.
They are conceptual artists in the noblest sense of the word: artists who embody an Idea.”

What the Balaclava did not hid...

Whether one agrees with Zizek or not, or one thinks he’s overoptimistic or even naive about
Pussy Riot, it's impossible to deny that the balaclava means something. They are the key to
unravel Pussy Riot's thought and for Zizek (/bid.), they're “masks of de-individualization, of
liberating anonymity” and an anonymous member of the group agrees “(we) choose to always
wear balaclavas—new members can join the bunch and it does not really matter who takes
part”(...). Other stated that “(our) goal is to move away from personalities and towards
symbols and pure protest” (Langston, 2012).

One can get stuck in their “stupid” costumes and attitudes, but that's not what they're
for: “Pussy Riot does not want to focus attention on girl’s appearances, but creates characters
who express ideas”. Or as Zizek claims “they’re not individuals, they're an Idea”. Even though
Pussy Riot ended up becoming the “individuals” Nadja, Masha and Yakaterina, in this article
we argued that they are not — in any sense - stupid girls (the collective or those 3) but
furthermore that their political message was hid and distorted.

Therefore in the first part we studied both narratives about Pussy Riot in the west and in
Russia to see the different ways they depoliticized their actions and words. In the second part,
we referred to their political and artistic influences - the Riot Grrls and Voina. Finally, in the
third part, we devoted to the study of their political and philosophical thought in detail. Our
aim was to argue that, although fluid and shaky, it's possible — from every angle of
interpretation — to learn from Pussy Riot.
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2.3. Aesthetics, anti-aesthetics and “bad taste”: a
brief journey through Portuguese punk record covers
(1977-1998)

Afonso Cortez Pinto'

Abstract

Aesthetics, Anti-aesthetics and “Bad Taste” intends to be a brief journey through Portuguese punk,
by assessing the covers of records released between 1977 and 1998. Thus, within a critical and
historical approach, we will look at the courses taken during the first two decades, from the first
records released up until the widespread use of computers, emphasizing the awareness and
recognition of national and international ideas and, above all, their plastic fulfillment.

Keywords: Art & Design, Do-It-Yourself labels, Portuguese Punk, Record Sleeves.

Introduction

Winston Smith, the graphic designer of Dead Kennedys LP's and other punk releases and
fanzines, in an interview, synthesized the importance of punk records cover art in a sentence,
and | quote it as the starting point for this paper:

Record covers can be a mirror to society... Something you can sink your teeth into... you could
bite into it... It is an opportunity for us to change the world.

Keeping this in mind, | bring forward an analysis of Portuguese punk record covers focusing
on both the relation between the ideas, ideals and the artworks; and how they relate to society
in general and to Portuguese society in particular. All this will be organized in a chronological
and historical way so that we can understand the changes that took place throughout the two
decades I'll be focusing on and at the same time provide a brief journey through the
Portuguese punk scenes between 1978 and 1998.

“1978-1982"

Starting with a brief roundup of Portugal prior to the emergence of punk we shall go back to
1974 and settle the 25th of April revolution as the point that marks the opening of Portugal
to the world and the urgent need for forms, material forms, of freedom. The following years
Portugal saw a sort of invasion of all different sorts of cultural material among which music.
To cut a long story short and focusing on punk, it was in 1977, that a young Portuguese
emigrant living in London, named Rui Castro, who had a label and band named Warm, began
sending tapes and records that were being released at the time in the U.K. to Anténio Sergio,
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an already well-known Portuguese radio-host, who aired them regularly, thus introducing
punk to Portugal. Alongside with that radio-show, some major labels started to release new
bands (but no Portuguese bands), stores imported records, and those who had better
economic conditions began to travel abroad more freely, updating themselves with the latest
trends and bringing new sounds and ideas back to Portugal.

Influenced by all that was happening, with an urge to rebel and to create something they
could identify with, around 1978 new kids started to form bands, with more energy and ideas
than actual musical skills or professionalism. Among them, in Lisbon we had the Faiscas, Minas
& Armadiilhas, Xutos & Pontapés, UHFfrom Almada, to name a few.

Paying attention to the new scene rising, Metro-Som, a small label from Lisbon specialized
in fado and folklore music that had also already released a couple of prog-rock bands decided
to contract an already existing rock band and release them as punk, in order to cash in on the
new trend. As so, what is now considered the first Portuguese punk 7" was released in 1978:
Aqui d’el Rock's «Ha gue violentar o sistema». Out of the suburbs of Lisbon, Aqui d’el Rock,
were a former hard-prog band named Osiris, that by 1978 got a new line-up, changed their
name and started to deliver a more raw rocking act in the vein of 7he Stooges and M.C.5.
Despite some early conflicts with supposed “real” punks, since the ideas - punk ideas or April
ideals it's up to us to decide — energy and lifestyle were alike, they were soon adopted by the
emerging scene and began sharing the same concert bills. Focusing on their first 7”, the sleeve,
signed by Aqus d’el Rock themselves, consisted on a painting of a blood-red lettering where
we can read the a-side music title, «<H& que violentar o sistema» («We shall violate the
system»), and stains over a black background. Despite the poorly designed band logo,
probably inserted inside the red stain at a later stage by the record label themselves, and the
unnecessary “punk” round label, the sleeve managed to express the violence contained in the
title and to sort of visually translate their scream against the tedium felt in the post-25" of
April, post-PREC times. Unfortunately, the song is a never-ending epic, clocking 4:20, exactly
the opposite of the speed and duration that punk was craving for...

AQUI D'EL ROCK

Figure 1 a/b — Aqui d’el Rock, H& Que Violentar o Sistema, 7", Lisboa, Metro-Som, 1978

This record was followed by another single with two straight-forward, much more direct
songs. The sleeve, signed by Rui Santos consists on a photo that says little or nothing about
the band or the music except, maybe, a notion of speed that these two new songs, finally,
achieved. «Eu sei» («I know») counts 2 minutes; «Dedicada (a guem nos rouba)» («Dedicated
(to those who steal us») counts almost three minutes. No punk ideals or criticism were
expressed in this sleeve that looked no different from any other standard rock band. Maybe it



2.3. Aesthetics, anti-aesthetics and “bad taste”: a brief journey through Portuguese punk
record covers (1977-1998) 105

even looked worse with that new, colorful, neon-like, disco-sound inspired band logo that
might be misleading. A record label option which shows that they were paying more attention
to Saturday Night Fever than to punk.

Figure 2 a/b — Aqui d’el Rock, Dedlicada (a quem nos rouba), 7", Lisboa, Metro-Som, 1979

Aqui d’el Rock also ended up having a major role in the emerging scene, since it was
through them that a new band named UHF managed to get a record deal with the label
Metro-Som. Coming from the southern suburbs of Lisbon, across the river Tejo in the city of
Almada, UHF were also formed in 1978, and played their first show in that same year, in
Lisbon, along with Aqui d‘e/ Rock, Minas & Armadiilhas and Faiscas. A few months later their
first 7" cames out and sold-out fast, seeing a second pressing with a different sleeve shortly
after.

The first pressing sleeve was signed by Artur Guedes, and consisted on a drawing of city
buildings outlines with no definition nor details, just monochromatic solids. Although the city
is not identified, since the author insisted in reflecting it in a river, we can assume that that
the river is Tejo and therefore the portrayed suburb, Almada. Almada, and | quote the record
liner-notes was “a city poor in human contacts, a city made of concrete and indifference”,
which is completely the opposite to the traditional and picturesque city of Lisbon shown during
the fifty years of dictatorship. Despite the terrible artwork is, it was here that, for the first time,
an image of a suburb was portrayed. Music-wise, the record features a song named «A
Cacada» («The Hunt») that clocks 1:38, almost one third of the Aqu/ d’e/ Rock song, no solos
and with apocalyptic lyrics that makes it one of the first punk songs recorded in Portugal.

JORGE MORREU
CAGADA
AQUELA MARIA

Figure 3 a/b — UHF, Jorge Morreu, 7", Lisboa, Metro-Som, 1979
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For the second pressing Metro-Som conceived a new front sleeve. Using a photographic
negative of the band playing live they tried, with all the sombre and funeral feeling, to express
the mourning for the death of the character Jorge, whom the title track refers to. Poorly
conceived graphically speaking, this record, along with the second Aqui d’e/ Rock 7", reveals
the total lack of cultural references and artistic skills by the designers at Metro-Som. And also
the fact that they had no idea about what punk was, or could be, about.

Figure 4 a/b — UHF, Jorge Morreu, 7", Lisboa, Metro-Som, 1979

With these three records we close the first chapter of Portuguese punk. To briefly
summarize it, despite the fact that there were several bands at the time, and an audience to
listen to them, this early beginning of punk suffers from a lack of interest and investment by
record labels; and the visual or graphic side was not a priority nor a part of the bands’ agenda,
who failed to understand the possibilities of an artwork as a mean to express a message or to
express themselves or simply be creative.

If on the one hand, as seen, the emancipatory side, the freedom to create as one wished,
that the do-it-yourself ethics of punk could imply was not reflected in the record sleeves, on
the other hand, many people involved in this punk scene invested in multiple forms personal
expression through fanzines, posters or photography, or by organizing their own concerts and
creating their own independent labels. Once again, it would be Anténio Sergio, the radio-host
and music critic, the person behind this wave of new-found creativity. Inspired by other do-it-
yourself labels in 1977 he came up with Pirate Dreams Records and, using one of the tapes
Rui Castro sent him from London, pressed an LP simply titled «Punk Rock 77» featuring the
Sex Pistols, The Jam, Screwdriver, among others. As far as the artwork goes, despite the quality
of the pressing, it would be the most interesting object released in this early years of punk in
Portugal. Signed by “Faustfried Rich'Ma"” it would consist of a collage of band photos and
punk artifacts — from razorblades and safety pins to Johnny Rotten’s “Destroy” t-shirt along
with hand drawn lettering and bits of film -, all in negative to give the artwork a darker, no
future, tone and feel. Unfortunately, this was the first and only Pirate Dream Records release.
Because the bands were not licensed, the record was in fact a bootleg, and therefore copies
of this LP had to be confiscated and destroyed.
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Figure 5 a/b — VA, Punk Rock ‘77, LP, Lisboa, Pirate Dream Records, 1978(?)

After this very short adventure, Anténio Sérgio began to work legally, creating the Da Mova
label, which among Portuguese pressings of international bands, released what would be a
reference record, marking the transition to the 1980's: Corpo Dijplomaético's «Musica
Moderna». Formed by some ex-members of Faiscas— as previously mentioned, one of the first
Portuguese punk bands — they got together to form a new band with a concept, not explicitly
punk but still provoking, starting with the band name — Corpo Djplomdtico («Diplomatic
Corps») - or the record title — «Musica Moderna» (“Modern music”) in already post-modern
years - ideas that would be worked lyrically and music wise but also on the artwork.

The front-sleeve consisted on a maoist image of Chinese individuals working out, and the
back-sleeve on a rhythmic collage by Fernando Cerdeira, with direct Dada influences, making
use of cut and paste techniques for the first time in a record sleeve. Over a new-wave blazer
suit we can see images of the band members stuck like pins and a rotating mechanical device
that divides the image in an almost constructivist way that at the same time gives a sense of
motion to the image.

They would also release a 7" at the time with an almost generic sleeve that includes a small
reproduction of the LP back-sleeve. They would disband shortly after and some members
would form Herdis do Mar, a project in which they would take aesthetic concerns much
further.

Figura 6 a/b — Corpo Diplomatico, Mdsica Figura 7 a/b — Corpo Diplomatico, A Festa, 7",
Moderna, LP, Lisboa, Da Nova, 1979 Lisboa, Da Nova, 1979
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1980: Portuguese rock boom

Corpo Dijplomadtico was a sort of alien phenomenon in the Portuguese music scene and they
were only released because of Anténio Sergio’s dedication and friendship. No one actually
heard or cared about them. But soon after record labels’ lack of interest in the late 70s new
bands would change. In 1980, due to a professional musicians’ strike - who demanded better
conditions and higher wages -, labels began paying attention to what was happening, thus
realizing that there were bands with just four people and no need for arrangements, desperate
to release and play, which would be a better and more cost-effective investment. An LP record
by Rui Veloso would soon sell thousands of copies and right after dozens of bands were
signed, generating what would be called “Portuguese rock boom”.

| won't go in-depth about this phenomenon but it's important to note that it was among
all this that we saw the birth of the independent label named Rotacdo, ran by, and once again,
Antonio Sergio, now with the help of Cristina Ferrdo. Punk was dead by then but a couple of
bands that this label released came from the early punk movement, or were highly influenced
by it, such as Xutos & Pontapes and Opinido Publica.

Focusing on Opinido Publica, a band from Lisbon, it was in 1981 that Rotacdo released
their first single, named «Puto da Rua» («Street Kid»), where the lyrics outline part of the
social context of Portugal in the early 80's, a city and society in development, no longer
euphoric with the ideals of the revolution, trying to set the pace with what was happening
outside. It was Portugal, in the South of Europe, as they named their LP where, as they
described and | quote, “we already have rock, we have disco, coca-cola, flippers and the slums,
invasions and class war”, in a list that also includes color TV, lack of space in the subways,
nudism in the Algarve, thousands of miles of highways and tourists. Back to “Puto da Rua”,
street kids were also part of the new Portuguese society and synthesized the angst of a new
generation, dealing with gaps and the discovery of “alcohol and substances”, to quote the
lyric.

The sleeve translates the music and lyrics into a photo - no author credited - and for the
first time we can see a direct relation to a reality. Shot near Praca de Espanha / Sete Rios we
can see the Lisbon suburbs in the back, with their 70’s /early 80’s architecture. Unfortunately
the photo was ruined by the artwork which framed it with a band logo, an enormous yellow
label logo and song title. The back sleeve showed the band in a late-70s, New York punk-like
pose, in the vein of 7elevision or similar to U.K. power-pop bands.

T

Figure 8 a/b — Opinido Publica, Puto da Rua, 7", Lisboa, Rotagdo, 1981
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Also released by Rotacdo were Xutos & Pontapés, nowadays a major rock act but at the
time still inspired by the punk rock scene they helped to develop. Their first 7", «Sémeny, is
released in 1981, three years after they started playing. By then they had already changed
their music style, more rock and less punk, as the Joe Jackson inspired sleeve can confirm.
Their second 7", released in 1982, shows a generic live photo signed by Anténio Pedro and
the back sleeve also a photo, this time by Jean Jacques.

TR eRETRY O

Figure 9 a/b — Xutos & Pontapés, Sémen, 7", Figure 10 a/b — Xutos & Pontapés, Toca e Foge, 7",
Lisboa, Rotacdo, 1981 Lisboa, Rotagdo, 1982

A quick note before closing the Rotacdo chapter: they would also release a 7" of a new
band by former Agui d’e/ Rock members, now called Mau Mau, who by then were playing a
more new-wave sound.

Another band worth mentioning from the early 1980°s “Portuguese rock boom” are Street
Kids. Focusing solely on their «Tropa, Nao!» («Army, No!»), this would be the first explicit
anti-militarist lyrics, a theme that would reemerge in the 1990’s punk/hard-core scene. And
the fact that the record has probably one of the best photos from those days where we can
see a clear notion of photographic pose, a concept translated to image and a work of the

mise-en-scene.

STREET KIDS

TROPA NAO - PROPAGANDA

Figure 11 — Street Kids, 7ropa Ndo, 7", Lisboa, Vadeca, 1982

To this small discography, which is already diverging a bit from punk, we could also add
bands like 7ilt, Grupo Parlamentar and Speeds for the energy or rawness, although it seems
this was more due to recording and other technical incapacities than ideals or ethic. None of
them managed to conceive a single slightly interesting artwork. The Stratus 7" might be the
only cover worth a closer look, «Um Chuto no Quarto» («A fix in the room»), that explicitly
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features drugs on the front sleeve. Curiously, although drugs were a major issue in the early

80's, and during all that decade, especially when heroin became more easily accessible, this
theme would rarely feature on songs or artwork.

L ' $0 OVERO 0 ROCK l

I’%?‘ 4l | TILT

ot - b
Figure 12 - Tilt, S6 Quero o Figure 13 - Tilt, Bolinhas de Figure 14 —Tilt, Play-Boy, 7",
Rock, 7", Porto, Roda, 1981 Sabdo, 7", Porto, Roda, 1981 Lisboa, Materfonis, 1982

Figure 15 — Speeds, Today’s Not  Figure 16 — Speeds, She’s Gonna Figure 17 — Stratus, Um Chuto
a Good Day, 7", Lisboa, RPE, Leave Me, 7", Lisboa, Gira,

1980) 1980) 1982

No Quarto, 7", Lisboa, Vimdsica,

Much more interesting, graphic-wise, would be the fanzines and demos, which visually
translated the chaos, violence and confusion of the times during which they were published
as we can see in the front sleeve of £stado de Sitio (1978) fanzine, done by a member of the

punk band Minas & Armadilhas in the late 70's, Desordem Total (1978-1979) or Leitmotiv
(1980).
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Figure 18 a — Borges, Paulo, £stado de Sitio, n° 1, Figure 18 b — Lejtmotiv, n° 1, Lisboa, 1980
Lisboa, 1977

Back to records and bands, in 1982, Xutos & Pontapés released an LP compiling their
material from 1978 until then. Closing a period in their career, 1982 can also be read as a
closing year of rock in Portugal. Herdis do Marwere sort of taking all the attention as well as
other small rock bands that were getting bigger, more professional and backed by majors.

From punk to rock

In the meanwhile, among the new-wave and new-romantics, a new punk scene was forming,
highly influenced by English street punk and o/ but also by the likes of 7he Clash. This
generation would have more politically concerned and “in-your-face” lyrics, but also, and this
is something rare in Portuguese punk, a sense of humor.

With a venue in Lisbon to back and support them, Rock Rendez Vous, it was there that
many of the forthcoming punk bands - Crise Total, Ku de Judas, Condenacdo Pacifica, Mata-
Ratos, Jardim do Enforcado, to name a few - started or got bigger opportunities, not only by
being allowed to play live and in decent conditions, but also due to the record label that they
also ran which would release LP's compiling live songs from the bands.

Figure 19 a/b — /A, Ao Vivo no Rock Rendez Vous em 1984, LP, Lisboa, Dansa do Som, 1984
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Focusing on the bands from that generation that would later release records, we shall start
with Peste & Sida. Formed in Lisbon in 1986 they would release their first LP in the following
year, after gaining some visibility with the 4" edition of the Rock Rendez VVous contest where
they would reach the finals. Highly influenced by 7he Clash music wise, their first record would
pay tribute to them in the artwork - and therefore to Elvis too - although the chosen image
ended up being four street dogs, most likely representing the four band members.

| VENENO

Figure 20 a/b - Peste & Sida, Veneno, LP, Lisboa, Transmédia, 1987

Their second LP, released in 1989, immediately became a landmark in the Portuguese scene
for being one of the few coherent punk albums, featured one of the best artworks to date, a
group of nuns cheering — the use of religious imagery was still provocative by then — with the
ironic saying «Portem-se bem» («Behave yourselves»). Signed by Manuel San Payo, brother of
Jodo San Payo, Peste & Sida guitarist, this simple, direct and humorous image would be
complemented by the inside booklet, very much inspired by the Dead Kennedys, with collages
and drawings.

Figura 21 a/b — Peste & Sida, Portem-se Bem, LP, Lisboa, Polydor, 1989

A later Peste & Sida release, «Orgia Paroquial» («Parochial Orgy»), a cover of an 1980’s
Lisbon punk band named V6mito, would return to the same imagery but in the meanwhile
that band was already moving from punk to rock, a shift that would be reflected in the ever-
growing uninteresting artwork.
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ORGIA:_: PAROQUIAL

Peste & Sida é que é!

Figure 22 - Peste & Sida, Orgia Paroquial, 12", Figure 23 a/b — Peste & Sida, £ gue é!, LP, Lisboa,
Lisboa, Ariola, 1992 Polydor, 1990

Figure 24 - Peste & Sida, Eles andam al, LP, Lisboa, Figure 25 — Peste & Sida, Tu queres ecus, 12",
Ariola, 1992) Lisboa, Ariola, 1992

Like Peste & Sida, the next band we will focus on, Mata-Ratos, was crucial for the
Portuguese punk scene and also got more visibility thanks to the Rock Rendez VVous contests.
Formed in Lisbon 1982, after several line-up changes and a few demos, Mata-Ratos managed
to build a name in the scene and in 1990 they released their first LP. Out on a major label,
produced by Paulo Pedro Gongalves - former member of Faiscas -, this LP would have one of
the best cover arts among Portuguese releases. Managing to capture the energy of Mata-
Ratos live concerts — the bomb represents it all -, the author, Nuno Saraiva, in one of his first
works in a career dedicated to illustration and comics, didn't forget to reproduce the audience,
which at the time, at least in Lisbon, comprised of a mixture of punks, rockabillys and
skinheads, carefully drawn with attention to detail from clothes to hairstyles.
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MATA-IgI]S |
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Figure 26 a/b — Mata-Ratos, Rock Radlioactivo, LP, Figure 27 a/b — Mata-Ratos, Expulsos do Bar, 7",
EMI / Valentim de Carvalho, Lisboa, 1990 Drunk Records, Lisboa, 1994

The next record would be «Expulsos do Bar» («Expelled from the Bar»), released four years
later, in 1994, distributed on a new independent label, fast & Loud, and the sleeve illustrates
the content: songs about drinking, partying, farting and puking. The next record follows the
same approach musically and artwork wise it is practically irrelevant to our argument, as no
social comment, aesthestic concerns or ideologies are expressed, except maybe for the back-
sleeve of the «Bebedeiras e Miudas» («Drinking and Girls») 7", that amisdt the confusion
features a drawing of two skinheads, Portuguese and Brazilian, easily identified by the dress
codes, cheering and drinking.

“®MATA-RATOS @
~1 .‘;EM SAIDA... '::‘;7
2,RESPOSTA SIMPLES 2.50
3,NAPALM NA RUA SESAMO 2.25
4, PEDRA NO SAPATO 2.18
5,JUNTOS PARA SEMPRE 5.07
6,ESTAS AQUI... ESTAS ALIL... 3.52
ol 7,BEZANA SKA 4.04
ilu\ 8,08 MORTOS TAMBEM DANCAM+ 3.09
e 9,ZYCLON 2.28
10, MUSGUEIRA CHAINSAW 2.08
JECTAS AU I MASSACRE s | 9
(s ESTAS ALY K diision of FACT'N'LOUD) (8
P i 0a conex -porTugaL (@12
Figure 28 a/b — Mata-Ratos, £stds Aqui...Estds All..., Figure 29 a/b — Mata-Ratos / Garotos Podres,
CD, Lisboa, Drunk Record, 1995 Bebedeiras e Middas, 7", Alemanha, Walzwerk

Records, 1995

In parallel to all this, a new independent label is created, Ama Romanta. Highly influenced
by do-it-yourself and punk ethics — some of the people involved were part of the early punk
scene — they soon would put out all sorts of records, from punk to jazz to electronics.
Concerning this label we will only look at two of their releases. Firstly, a compilation named
«Divergéncias», released in 1986, where, among others, we can hear the punk band Grito
Final. While the front-sleeve expresses nothing, the back sleeve, hand-drawn by one of the
first female punks in Portugal, Ondina Pires, doesn’t follow regular graphic structures making
a free use of the space, working the lettering and adding small details.
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Figure 30 a/b — V/A, Divergéncias, LP, Lisboa, Ama Romanta, 1986

Secondly, the punk rockabilly band from Porto, Cdes Vadios, whose 7" came out in 1987,
being one of the few releases from a band outside Lisbon. The poorly drawn almost childish
sleeve, created by the band themselves, consists of a joke inspired by Hanna-Barbera’'s 7op
Cat where the cat is replaced by a psychobilly dog, as we can see by the haircut, where the
filth and violent scenery can help build an atmosphere for the music. The back-sleeve has the
classic, almost uninteresting, collage with photos of friends, where the clothes and hairstyle
might be the only thing interesting to look at after all these years.

Figure 31 a/b — Caes Vadios, Caes Vadlos, Lisboa, Ama Romanta, 1987

Punk was generally associated with anarchist, or extreme left-wing politics, but in all the
freedom they reclaimed there was also space for other political wings which soon would use
the same music style to express themselves, with similar energy and rage. Focusing on the not
very prolific right wing skinhead scene there are two bands we must look at: Guarda de Ferro,
for being the first skinhead band, and Lusitanaoi.

Even if in the beginning Guarda de Ferro did not assume an extreme political agenda, on
their first 7" released in 1991, a typical skinhead imagery is used to portray strength, and to
impose fear: shaved head, army boots, bomber jackets, baseball bats. This photograph is
framed by an uninteresting graphic design. For the back sleeve a band symbol was created,
like a montage of several elements that concerned the band — celtic cross, skulls, medieval
axes, and also a few Japanese characters left unexplained. On their first LP released in 1992,
they display a clear nationalist stance with ideals expressed in songs such as «Portugal aos
Portugueses» («Portugal to the Portuguese») and on the sleeve's chosen image - a
reproduction of a painting of the historical Aljubarrota Battle.
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ACCLOCKWORK ORANGE ACTION

“SHORT HAIR, HEAVY BOOTS, BIG BEAT!"

GUARDA DE FERROD

Figure 32 a/b — Guarda de Ferro, Short Hair, Heavy  Figure 33 a/b — Guarda de Ferro, s/ LP, France, Boot
Boots, Big Beat!, 7", U.S.A., Steve Priest Fan Club, Boyz Records, 1992
1991

As for LusitanOil, the front sleeve of their «Olho por Olho, Dente por Dente» («Eye for an
eye, tooth for a tooth») shows a drawing of a typical skinhead, again identified by his dress
code, fighting against a riot police officer, which can parallel to some anarchist graphics that
will be seen in the future. The lyrics inside explain the band’s position against the corrupt
governments at the time, demanding another regime.

CUSiTANOi LUSITANO) {

Figure 34 a/b — LusitanQi!, O/ho por Olho, Dente por Dente, 7", Italy, Tuono Records, 1994)

1990’s a brand new age

In the transition from the 1980's to the 1990’s a new band was formed with Ku de Judas
members, Censurados. Releasing their first songs on an independent compilation named
«Feedback 001» they would soon get signed by a new label, £/ 7Tatu Records ran by Tim of
Xutos & Pontapés.

Figure 35 a/b — V/A, Feedback 0017, LP, Lisboa, Feedback, 1990)
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In 1990 they released their first LP, a straight forward punk rock album, more melodic than
Ku de Judas, still with political lyrics but on a more personal perspective. The front sleeve for
this LP would be a black and white photo of the band members, with special emphasis on the
leather jacket, capturing a small movement that translates the band’s live energy, for which
they were already known. The army type lettering would add punk credibility.

Moving fast from an underground to a more mainstream circuit, thanks to Xutos &
Pontapés, on the second LP, «Confusdo», sleeve, which came out in 1991, Censurados
revealed a more serious approach to music. The front featured a mixed media artwork and
the back-sleeve featured four live photos that represent a maturity that the sound confirmed
but also a departure from their punk rock roots. Their third and last album, «Sopa» was
released by a major label in 1993 but by this stage, Censurados were nothing but another
rock band, that fortunately split right afterwards.

Figure 36 a/b — Censurados, &7, LP, Lisboa, El Tatu  Figure 37 a/b — Censurados, Confusao, LP, Lisboa, El
Records, 1990 Tatu Records, 1991

Figure 38 a/b — Censurados, Sopa, LP, Lisboa, EMI, 1993

As previously mentioned, in the late 1980’s an underground punk/hardcore scene was
emerging. Much more informed, with a more political and critical conscience, they would
reclaim a set of ideals imported mostly from the United States hardcore scenes, crossed with
English anarcho-punk. For the first time, a music scene was connecting to organizations or
collectives nationwide — from anarchist centers to animal rights -, or even worldwide, trying
to build a more solid scene, not exclusively musical. It was a new generation, most of them
born after the April 1974, this time coming not only from Lisbon suburbs but also from nearby
urban centers Sintra and Cascais (and their respective suburbs), who by building a strong
network, soon extended all over Portugal. Among bands, concerts, demonstrations, squatting,
opening of social centers, debates, etc there were also do-it-yourself record labels to back the
bands and spread the ideals.

The first record releases came out on a previous trash/death-metal small label named S/ime
Records that shifted to punk hardcore and released a 7", in 1992, compiling five of the new
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bands. Corrosdo Cadtica, Inkisicao, Alcoore, Subcaos and X-Acto. All of them had previously
released demos and were for the first time on vinyl and as a sample of something new that
was emerging. The inner sheet filled with lyrics, contacts and manifesto would reinforce this
new ethos. The compilation name was Change and on the front sleeve, a poster stated
«Velhos Tempos, Novos Tempos» («Old Times, New Times») predicting that something was
about to happen. The photo itself would be the first of many appropriated from books with
no identified author, trying to either “show reality” or question it, illustrating the music,
synthesizing the band’s agenda.

SIDE-B

ALCOORE
NAO A RELIGIAO

PORTUGUESE HARDCORE COMPILATION

Figure 39 a/b - V/A, Change, 7", Lisboa, Slime Records, 1992

Analyzing one by one the bands featured in the compilation — it would be these bands
who would release records in the following years — and starting with Corrosdo Cadtica, from
Lisbon, they were formed in 1988, released their first demo in 1990 and in 1992 Slime Records
releases their 7" «Unido e Okupacao» («Unity and Squatting»). The front sleeve, a black and
white drawing by Johnny, inspired by Spanish punk comics, consisted on a visual manifesto of
all the ideals that the band sung about. From the “Resiste” t-shirt to the writing on the wall
that includes the “anarchy” and “squat” symbols, the stance against police and against hard
drugs, and not forgetting punk iconography - leather jackets, spiked hair and studded belts
and army boots — the drawing had all the elements of the new punk hardcore scene. The
back-sleeve was inspired by anarcho-punk, with a Crass-like photomontage about the dangers
of nuclear power, something completely displaced if we look at Portuguese society in those
days (it's worth mentioning that there was never the threat of a nuclear plant being built in
our country).

Figure 40 a/b — Corrosdo Caética, Unido & Okupagdo, 7", Lisboa, Slime Records, 1992
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Settling a name within the scene due to constant live shows, Corrosdo Cadticawould invest
in their sound, crossing punk and trash metal, and also by becoming more professional as the
back sleeve of their first album, a photo of a recording studio, suggests. But they would soon
split.

Figure 41 a/b — Corrosao Caética, &7, CD, Lisboa, Projecto Global, 1994

Also in 1992, Sliime Records releases a split CD with two other bands featured in the
Change compilation: /nkisicao and X-Acto. Here would be included both new and previously
demo-released songs. The sleeve was, again, a stolen photo. Author not credited, as most of
the artwork of the punk hardcore scene that believed that everything could be disposed of, it
was in fact a photo taken during the Pacific Campaign, 1944, by Eugene Smith, here highly
contrasted or simply badly reproduced. On a quick side-note, it has to be said that it's ironic
that one of the first straight-edge releases includes a photo taken by a person who would
become an alcoholic and drug addict.

Back to the artwork, the back-sleeve was an uninspired piece with a track-list, two band
logos, a stolen illustration. This austerity can either be seen as stance against luxurious
packaging and commercial releases or just a lack of graphic ideas from bands and labels, more
concerned with the written message. Something that would affect the majority of the releases,
the bands didn’t seem to know how to deal with new possibilities, and to the fact that there
were no restrains to their freedom to create. Still, if we look at the song titles we can see this
back-sleeve as the tablets of the commandments of the hardcore scene: «Meat is Murder»,
«Bull fight is torture», «Fascist Pigs», «Clean Planet», «War on Drugs».

3L005/1¢D

iielem x-AcTo

TEMAS

Figure 42 a/b — Inkisi¢cdo / X-Acto, CD, Lisboa, Slime Records, 1993

After this release, /nkisicdo would release a split with a Japanese band and would split
shortly after as two band members would die in a car accident. Others would make a new
band years later named /ntervenzione.
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Figure 43 — Inkisicdo / Battle of Disarm, Ordemn, Figure 44 — Intervenzione / Yuppiecrusher, 7",
Racionalidade — Ndo, 7", Lisboa, Ataque Sonoro, Sweden, Dod & Uppsvald, 1998)

1995

One year after the first bunch of Sime Records releases, a new label from Cacém starts to
release some of these bands, and in 1993 we can see a new Alcoore record out. Also from
Linha de Sintra, Cacém, Mem Martins, Alcoore formed in the late 80's and in 1993 released
their first and only 7”, «Terra das Flores» («Land of Flowers») with a poetic, metaphorical or
simply uninteresting artwork which reveals nothing about their sound or ideas. Luckily the
booklet would clarify their positions and concerns, namely regarding drugs, in a much more
mature way than society in general.

TAO LONGE
EN(FELIZ)A-TE

Figure 45 a/b — Alcoore, Terra das Flores, 7", Cacém, Rage Productions, 1993

Also out on Rage was Subcaos second 7", released in 1994, and there we could see, on
the sleeve and music, all the anarcho-punk / crust clichés. No originality found in the music,
lyrics or graphic work, Subcaos soon became known for their live energy and punk lifestyle.
The sleeve consisted on a collage — which surprisingly was not a very common practice among
the vinyl releases, only on demos — and an original drawing of a punk, with all the identifying
symbols, dreadlocks, bullet belt, peace punk patches, setting the model of the crust-punks to
come. This was pasted over newspaper photographs of chaos and disorder.

A brief round through their sleeves, the first 7", a split with Hiatus was a stolen photo of
riot police and band logo, a not so creative do-it-yourself artwork. Other releases were a CD
that showed another poor intervention on a photograph, still it made clear about the contents,
and the last 7" would be a ninja, which shows their then obsession with Japanese punk.
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POLICE RIOT

Figure 46 - Subcaos/ Hiatus, Police Riot, Lisboa,  Figure 47 a/b — Subcaos, Revolution, 7", Cacém, Rage
Slime Records, 1993 Productions, 1994

Figure 48 - Subcaos / Genital Deformities, Who  Figure 49 — Subcaos / Battle of Disarm, Disarm or Diel,
Did This to My Sister?, CD, Lisboa, Ataque 7", Japao, D.LY. Records, 1995
Sonoro, 1994

No Oppression, from Cascais, were formed in the early 90's and released their first 7" in
1995. With a highly engaged political agenda, the front cover would express this stance
through a photomontage made with plundered photographs. This would be one of the first
uses of computer in the punk scene and amidst the confusion we can see a priest and the face
of an Indian. Indigenous rights were part of the anarcho-punk international agenda by then,
and would be a concern rapidly adopted by the Portuguese scene, which made some sense
especially on the eve of the 500" anniversary of the Portuguese Discoveries during the 1990s.
The back sleeve would be an art work inspired by Monty Python, with a slight Dada or
Surrealist feeling, which could be reclaimed as influence if any of them knew what Dada was.

SIMBIOSE

Figure 50 a/b — No Oppression, Change! What Figure 51 a/b — Simbiose, &7, 7", Cascais, Creative
Destroys You!, 7", Portugal / Espanha / Austria, Conscience, 1995
Creative Conscience / Our Struggle / VDP-CDE,

1995
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The first Simbiose 7"s was out at the same time on the same label, Creative Conscience,
with an uninspired artwork that showed a screaming face in the front sleeve and in the back
sleeve, like many others crust bands, a third-world child reminiscent of Nausea’s «Extinction»
LP. Simbiose would become the most prolific punk band in Portugal still playing nowadays but
with a completely different line-up.

Back to X-acto, after their split CD with /nkisicdo, in 1994 Rage Productions released their
first record, a five songs 7" where they would continue to settle down what would be the
rules of the hardcore scene. This time there was an anti-nazi song, anti-fur song, a song about
unity, among others, all inside an artwork that expressed their strong stance on animal rights
and veganism, with two images of a slaughterhouse in the front sleeve and a free cow on the
back sleeve.

Figure 52 a/b — X-Acto, &7, 7", Cacém, Rage Productions, 1994

Achieving a cult status and a horde of followers, in the following year Ataque Sonoro, ex-
Slime Records, released the much expected full album, named «Harmony as One», where an
aerial photograph of the sea and earth tried to illustrate and confer deeper meaning to the
album title. The back-sleeve showed a new attention to design. In the following two records,
both from 1997, a split CD with the American band Ignite and a 7", the artwork tries to
capture the band’s live “positive” energy and since some band members became graphic
designers for the first time a punk band achieved a professional look. As so, this last X-Acto
record can be seen as the definitive end of an era of cut-and-paste and hand-drawings made
by friends, and the shift to computer design and investment in cover art, not necessarily
creating better artworks, the beginning of a new hardcore scene.

| WALK PROUD
TOO MUCH SMOKE
POWERLESS
RAPE SONG
THE PACE
| CHOICES
CRIME
DIREITO A VIVER
PARA O SOL BRILWAR

1995

AXS

RECORDS

Figure 53 a/b — X-Acto, Harmony as One, CD, Figure 54 a/b — X-Acto / Ignite, CD, Lisboa, Ataque
Lisboa, Ataque Sonoro, 1995 Sonoro, 1997
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Figure 55 a/b — X-Acto, The New Child, 7", Lisboa, Ataque Sonoro / Bee Keeper / Milk-Shake, 1997

To list some conclusions from this brief journey through two decades of Portuguese punk:

-Cover art was rarely a concern in bands’ agendas. Music and lyrics were always the
priorities. As so, there's neither an aesthetic nor an anti-aesthetic developed. This is something
that is easily explained as there were no artists or illustrators in the scene, nor collaborations
with artists abroad. And usually the friend invited to conceive an artwork would never be
invited again.

-The freedom punk bands sung about in their songs was rarely reflected in the artwork.
Portuguese punk record sleeves were usually a montage of clichés, an abuse of visual codes
and an imitation of what was seen in imported records.

-Very rarely do bands deal with their own daily realities, concerns, angers or frustrations,
preferring to focus on more generic realities such as war, famine in third world countries, state
violence. The artwork is never thought-provocative, and their perception of do-it-yourself
seemed to be about stealing images.

Acknowledgements:; André Nascimento; Luis Futre; Luis Piedade; Marcos Farrajota; Paula Guerra;
Tania Moreira. Some records sleeves were downloaded from minasarmadilhas.blogspot.pt;
rocknoliceu.blogspot.pt; underrrreview.blogspot.pt. Thank you.
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2.4. I've got straight edge: discussions on aging and
gender in an underground musical scene

Jhessica Reiad'

Abstract

The straight edge movement first appeared in the United States around the 1980s, having a
remarkable influence from the punk scene. They opposed the “live fast, die young” approach of
the punks, but incorporated its sonority and the strong DIY culture. More than three decades after
the band Minor Threat sang “lI've got straight edge”, we still have an important and dynamic
underground hardcore-punk scene in Sao Paulo (Brazil) tied to the straight edge values: veganism,
sobriety, political activism and the DIY as a way of life that goes beyond the musical production.
This article is part of a research carried out over the last three years that aims to discuss the
importance of the straight edge identity to this urban youth culture that spins around the Verdurada
festivals. Here, the approach is focused on the debate of two problematic questions that cannot be
seen separately: the doubts surrounding aging in this scene — since most people that started it on
1996 are still actively producing music and festivals — and how gender issues still permeate this
context, even after many years of dialogues with feminism and queer activism. Even with the
emergence of new technologies, such as the Internet, the scene keeps its dynamics and maintains
much of the energy and processes of the previous days.

Keywords: Straight edge; DIY; Verdurada; Gender; Aging.

Straight edge (sXe) is usually characterized as a movement that started on the 1980’s at
the USA, specifically at Washington, D.C. It has Minor Threat, former lan MacKaye's band, as
its prominent trigger when they sang, back there in 1981: ‘/'m a person just like you / But I've
got better things to do / Than sit around and fuck my head / Hang out with the living dead /
Snort white shit up my nose / Pass out at the shows /| don't even think about speed / That's
something I just don't need/ I'VE GOT STRAIGHT EDGE . The straight edge arise in some way
as a contraposition to the punk scene of the period, searching for a life free of drugs, alcohol
and tobacco; another aspects on the delimitation of the straight edge identity can change
from scene to scene, depending on the country, such as veganism/vegetarianism, DIY culture,
political activism and a sort of anti-promiscuity attitude, for example. This movement has been
known for decades by its militancy for a sober, drug free life, adopting the X as a symbol of
representation and mutual recognition on hardcore punk scenes. The X was initially used to
mark the back of youngsters hands, in order to allow then to enter the hardcore punk shows
in places that commercialized alcoholic beverages in D.C, but it ended up being incorporated
by the straight edgers to represent the choice for sobriety (Haenfler, 2009; Wood, 2006).

Very quickly, the straight edge was spreading its principles of sobriety on other corners of
the world, arriving in Brazil at the same decade - the first reference to straight edge in the

' Getulio Vargas Fondation, Brazil.
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country is from 1982, on the cover of the Grito Suburbano album. Sao Paulo, the largest city
in Brazil and home of a diverse range of scenes and subcultures (staging punk versus
headbangers fights, eventually) housed a very active straight edge subculture that is still
organizing gigs, festivals and other events until these days. They are organized around a
collective named Verdurada, created in 1996, that promotes an homonymous festival
featuring sobriety, hardcore punk bands, veganism and political activism, all done on the DIY
principles — which is claimed to be the largest DIY event in the country. The DIY ethics mark
out several aspects of the collective, the festivals, as much as the other agents involved in the
broader hardcore punk scene, such as labels, bands, and vegan food providers. On a regular
Verdurada day of shows, you can find a wide range of DIY culture, from a small stand selling
feminist material with DIY herbal abortion methods to merchandise, recordings and people
that sell vegan food made by themselves between one show and another (you can find
burgers, cupcakes and the traditional soy drink, Mupy). Often, before the last show, there is
an informal talk on topics seem as important to the collective: women rights, direct action,
real estate speculation and squatting groups, current environment issues, etc.

Although all this political involvement, gender issues still appear like a constant tension
among straight edgers: few girls are part of the bands that play in the scene while the mosh
pit is still dominated by boys dancing furiously. There are few women at the collective,
especially among those who have been part of it for a long time. Several debates around
exclusion and prejudice arise, both on the straight edge subculture and on the broader
hardcore punk scene. This article is part of a research carried out over the last three years® that
aims to discuss the importance of the straight edge identity to this urban youth culture that
spins around the Verdurada festivals. Here, the approach is focused on the debate of two
problematic questions that cannot be seen separately: how gender issues still permeate this
context, even after many years of dialogues with feminism and queer activism; and the doubts
surrounding aging in this scene — since most people that started it on 1996 are still actively
producing music and festivals, and few of them are women.

Being part of a three decades movement

Aging in straight edge is a sensitive issue, since there is a belief/joke that you can only be ‘true
till twenty one’. After this age you grow up, become an adult, eventually start a new family
and it would be difficult to keep up with the sobriety-activist-hardcore identity. Straight edge
has now more than three decades since it appeared and people who were part of it at the
beginning usually change their perspective on identity issues related to ‘being a straight edger’.
In Sao Paulo, there are people involved with the Verdurada since 1996. The motivations to
continue defining themselves as straight edgers are multiple, but they converge at some
points, such as: they believe in the value and importance of this event both to the underground
hardcore scene and the youngsters living this experience, they want to be with their long time
friends, and they are living for something that make a difference:

? The research was carried out between 2011 and 2013 and it is a result of my Master’s thesis. The
methodological approach was both theoretical (based on previous works in the field, as much as
discussion of Cultural Studies on subcultures, scenes and identity) and empirical (two years of fieldwork
with the object, consisting in participant observation, interviews, survey and nethnography).
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This is an event as no other I've known, since it goes beyond the music. | think this is the most
important thing about it. It is not a show, it is an event that addresses interesting topics that
we think should be discussed anyway. | still believe on the importance of Verdurada, as much
as on the importance of the topics that we bring here to be debated — and we are a very
united and cool group after all. (D.M., 31 years old, woman).’

| really like Verdurada, because it is not only a rock show for the kids; | think it has something
more, it has a clear political goal: move the do it yourself forward. We always try to show that
DIY is possible. | like being part of it (F.M., 37 years old, man).

Here we can spread the vegetarian lifestyle and do something that goes beyond the
established rules. Hardcore gives you two lifes: the everyday life (with its standard routine) and
the other. At Verdurada we can have this other life just as we are, more honestly. Also, there
is the music — something that | love. There is this desire to get things done, to spread the DIY,
to show that we can do lots of things without tying ourselves to the government neither to
the market — we can make our scene grow, musically and artistically. (X., 22 years old, man).

I always imagined how it would be like to age inside a scene. This is a motivation for me. |
want to be linked to this when | become 40 or 50, | don’t know. | want to be still involved in
some way. If | eventually get tired, that is ok, but for now it is important, I'm experiencing a
unigue sensation: I'm getting old while I'm involved with all this. Seeing people taking their
sons to a hardcore show... | feel good about that. (A.M., 34 years old, man).

Few women have been participating at the Verdurada collective for a long time, and their
motivations to continue in the group are very similar to those pointed out by men: the feeling
of belonging to a scene, to a subculture, to a group of close friends working together to build
a better world, etc. Also, this question is closely linked to the identity boundaries of being a
straight edge, since after the 30’s, usually, you no longer belong to the youngest groups of
the scene and you have a family, a job and carry out a ‘regular life’ to pay the bills. The idea
of two lifes comes up eventually, together with the idea that these two sides of their life
complement each other and let them move on without ‘losing the edge’.

Straightedge and the gender issue

One of the few female authors writing about straight edge in the U.S., Beth Lahickey (2007),
compiled interviews and interesting information about the straight edge subculture in New
York. In her words:

Like any musical movement, straight edge has its pros and cons. | have never seen any live
bands that can match the level of physical energy put forth at straight edge shows. The lyrical
suggestions of a positive outlook, unity, and basic clean living are admirable, though not
necessarily heeded. [...] | definitely tout the motivation behind the straight edge, but at the
same breathe denounce its male-based egocentricity. At any rate, | chose to stand at its
sidelines and support its players. And more importantly, | found the subject worthy of
documentation” (Lahickey, 2007, p. xvii).

The author points out a common discussion about the straight edge subculture: its male
dominance and sexist approach. Robert Wood (2006), who studied this subculture in the
United States, affirms that the people who identify themselves with this subculture can be
characterized as predominantly male, Caucasian, young (under 30 years old), from urban
centers and belonging mostly to the middle class. Ross Haenfler (2009) states that straight

’ The interviews were conducted in Sao Paulo, between 2011 and 2013. The ages shown represent how
old people were at the time | interviewed them. Here | opted to use the initials, instead of the names, in
order to keep them anonymous.
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edgers, today, face dilemmas on the gender subject, since some boys are trying to re-think
their role, as much as their position inside the subculture, in order to redefine their meaning
for masculinity. According to this author, we can found some contradictory masculinities
within the subculture, since the ‘progressive, idealistic, anti-sexist, pacifist, animal rights
activists coexist with hypermasculine, domineering ‘though guys’ who resemble the
stereotypical ‘jocks’ they claim to resist’ (Haenfler, 2009, p.103). Sometimes, young cultures
opposing the hegemonic gender roles end up reinforcing the values they are trying to deny:

Like punks, sXers seek to create an alternative to sexism and patriarchy and question what it
means to be a man, but the pull of dominant society is difficult to overcome. Straight edge
presents two general faces of masculinity, one proposing a more progressive vision of
manhood, the other reflecting ‘hegemonic masculinity’. Multiple expressions of masculinity
emerge within any single men’s movement and faces problems of reconstructing manhood in
a masculine context (Haenfler, 2009, p.104)

To this author, the straight edge movement usually offers two perspectives on gender
issues: in an extreme, the pro-feminist approach and at the other, a reproduction of the
hegemonic masculinity. Men roles among straight edgers vary widely, producing many
fragmented masculinities (Haenfler, 2009). The progressive face of straight edge, as a
subculture, tries to resist oppressions, challenging sexism and homophobia, for example; also,
it intends to ‘break patterns of abusive masculinity’ and empower women inside its dynamics.
Some women are very critical to the men-only bands that raise gender issues on stage, but
part of them think that it is valid, indeed, that men take the initiative to transform both the
scene and the world in a better place for everyone (Haenfler, 2009, p.107-121).

There are several engaged girls, such as Jenni Ramme, interviewed by Gabriel Kuhn (2010).
She funded the Emancypunx Records in 1997-98, a project developed in the anarcha-feminist
hardcore punk scene (from a group called Women Against Discrimination and Violence), at
Warsaw (Poland), which ended up becoming a very important reference of feminist and queer
politics with a straight edge approach. According to her, Emancypunx arose from the need to
distribute feminist materials (pamphlets, books, zines and music), since there was no internet
back then and Poland did not have a consolidated movement; the name derives from
‘emancipation in punk’ or from ‘suffragettes punk’ (which in Polish is emancypantki) (Kuhn,
2010).

Issues of discrimination for sexual orientation are quite common in straight edge, as well
as activists fighting for respect and equality, combined to the principle of sobriety. Nick
Riotfag, an activist and writer that was also interviewed by Kuhn (2010), tells his difficulties to
connect his sXe side with his gueer side, since he faced resistance in both scenes (for his
sobriety, in the queer world, and for being queer, among sXers), claiming to be very difficult
to counteract the exaggerated masculinity of the hardcore-punk-straightedge scene (Kuhn,
2010, p.200-212). Nevertheless, some bands challenged homophobia in their music
production, such as Outspoken, Good Clean Fun and Earth Crisis.

One of the approaches in the straight edge scene that tries to revert these problematic
gender issues is the idea of women empowerment, managing to include women and give
them an active voice inside the scene. Haenfler (2009) shows that the women he interviewed
in his research told him that they indeed felt empowered by the movement. One of the
interesting discoveries made by the author is that straight edgers girls usually put themselves
not only in an opposition to girls that drink and use drugs, but also to mainstream culture girls,
and independence in relation to men is an element they proudly defend — along with a
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rejection to some aspects of femininity such as passivity, a constant necessity to impress men,
competition with other girls and an exaggerated focus on appearance (Haenfler, 2009).
Anyway, it is clear that there are problems that follow the hegemonic culture tendencies, such
as the lack of an effective inclusion of women in the scene and its consequences.

The only possible way to change these patterns would be through a persistent action,
thanks to the diffuse nature of sXe, and one cannot exclude women from defined positions;
however, one can only discourage them to assume important positions in the scene — like
being a band member, for instance. Even in a scene that offers quite opportunities for girls to
be involved, to be in a band is certainly one of the most prestigious roles, since the bands are
responsible to define the sXe ideology, to create new meanings for the movement and have
a big admiration by the fans (Haenfler, 2009).

Haenfler (2009) says that, in the scene he observed, there was this situation where girls
were called ‘coat racks’, referring to those who held their boyfriends coats when they went to
the mosh pit to dance during the shows — an attitude very ill-seen by girls who questioned
women authenticity inside the sXe. The dance itself is quite violent and turns away much of
the girls, who fear getting hurt among the boys punching and kicking each other in front of
the stage.

The girls that join the straightedge end up feeling special exactly because they are women
in the scene, since this is rare; a lot of members believe that the aggressive and furious musical
style can turn women away, at the same time that women aren’t socially educated to
appreciate such kind of music — a belief that reinforces the dominant gender pattern (Haenfler,
2009).

It is considered that the most accepted girls in the scene are those that, someway, fit as
‘one of the boys’ — what turns out to be problematic at the moment that women must
conform to a masculine performance, and that some women will never be able to fit this role.
Regarding relationship among women, it is believed that, in face of so many adversities, they
end up uniting themselves in strong friendship bonds — building up the idea that girls must be
united to win their space inside straightedge (Haenfler, 2009).

Haenfler (2009) makes a reference to the Brazilian straightedge scene (which, according to
him, is one of the biggest in the world) and to the band Infect, composed only by girls that
sang against sexism and homophobia. In their music ‘Homophobia’, originally sang in
Portuguese, they say: '£nd up homophobia / We support free choice / of sexuality’. Social
criticism against sexism is clear in their musical production.

Besides participating in bands, in these male-oriented subcultures, girls often use fanzines
for their creativity and political views. The Riot Grrrl* movement, for instance, gave more
visibility to feminist fanzines inside subcultural spaces. After the Internet diffusion, some
women started the creation of feminist websites about sXe: the two most popular in the
2000's were Girls with Xs on their hands and xSisterhoodx. These sites had a lot of elements
from a conventional website, with discussion forums, interviews, musical reviews and links to
other sites.

Other important roles are added to these, like scheduling shows, producing the festivals,
advertising the shows, helping touring bands to find some place to stay, photographing and

* Riot Grrrl is a movement that ranges from fanzines to festivals and hardcore-punk-feminist bands,
whose intention is to make women become aware of and claim their rights, having music as their primary
form of expression.
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documenting the history of the scene, among other things — showing that some scenes only
work thanks to women participation.

There is a feminine adhesion inside the straightedge scene that ends up blending with sXe
identity — with many men ending up being at least friendly to principles and attitudes claimed
by feminism. However, there are still those that do not see homophobia and sexism as obvious
inside the scene, as an issue that should be discussed and changed; there are also lots of girls
who believe that opportunities are equal and the main reason for women not assuming more
prestigious roles is a lack of interest.

Straightedge in Brazil: limits and opportunities to discuss
gender issues

Sdo Paulo has one of the largest hardcore punk scenes in the world and since the emergence
of straight edge subculture in the 1980's it has been playing a renowned role on the
international scenario — principally after people started Verdurada, a music festival organized
by the homonymous collective since 1996. Nowadays, Verdurada is a festival, with shows
(mostly from hardcore punk bands) and lectures/conversations about political issues, in
addition to workshops, debates, video and art exhibitions with a political and divergent
content. At the end of the day, they distribute a free vegan dinner for all the participants.

These festivals happen periodically, without a fixed address (in fact, they're facing problems
to find a place, due to the changes in Brazilian real estate speculation over the last years), but
always close to the public transportation system. Besides the shows, there is always vegan
food, water and Mupy for sale, as much as merchandise material from DIY and independent
labels — like t-shirts, zines, recordings, etc. The festival brings together several bands, most of
them being outsiders even for the ‘independent’ circuits and are not part of the recent trend
of new business models on the music industry. They claim to be DIY, delimitating clearly that
they are not part of an alternative network of independent rock scene gaining strength in
Brazil — such as Fora do Eixo’.

During the fieldwork at Verdurada one of the most sensitive subject to be addressed was
the gender issue — specially regarding sexism — inside the hardcore punk scene and, mainly,
inside the straight edge subculture. There are several discussions on the male predominance
at straight edge gigs, a fact that can be confirmed just by taking a look at who is attending
the event and who is dancing in the mosh pit. Also, | heard people from outside the subculture
affirming that sexism and homophobia are remarkable among these straight edgers.

Most part of the above discussed issues was reproduced at Sao Paulo’s straight edge
subculture. During interviews and participant observation | noted that the perception hold by
the collective’s members over the treatment given to gender issues differ significantly from
the rest of the scene, since several members believe that the scene is neither sexist nor

® Fora do Fixo (FDE) is a Brazilian network of cultural collectives created in 2005, which has been
dramatically growing since then. Having Pablo Capilé as a “founder”, along with other artists and cultural
producers, it has the goal of promoting cultural exchange in regions located outside the axis of Rio de
Janeiro/Sao Paulo. It focused initially on independent musical production, but is now also engaged with
other artistic expression, such as cinema, visual arts and theater — at the same time that it is now also
expanding its actions through Latin America. Criticism has been directed at their so-called independent
network of cultural production, for the fact it receives money both from the government and from private
initiatives, to the organization, and that it is said to be horizontal, decentralized and collaborative, but
raised many recent debates around authorship and appropriation of works inside the collective.
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homophobic. They suggest that what create this animosity against straight edgers would be
the results of uncontrollable individual actions towards a sexist/homophobic attitude. It is also
remarkable, in some discourses, affirmations that girls should ‘make themselves respectable’
and stand for themselves, which means, they should earn the boy’s respect, as if respect were
a reward or recognition of pre-determined efforts, attitudes and so on. It is also common to
hear from girls that they have a tougher way to conquer their own space in the subculture,
passing through a process of ‘masculinization’, eventually becoming (or being seen as) ‘one
of the boys'.

For C.M. — who has recently been integrated to the Verdurada collective — one of the
biggest problems inside the straight edge subculture is the sexist jokes made by the guys.
According to her, these jokes are not made to offend or sound sexist, but this culture is so
deeply rooted on people’s imaginary that ends up appearing even among those who claim to
resist it, such as the Verdurada. The opinion from other members who are also part of the
collective shows a diverse perception:

We always promote debates, but sometimes we see these jokes; maybe the person does not
think that way, but these are kinda annoying jokes. (...) | agree with the talks between the
shows; | think it's always worth to discuss these gender things. It is one of the topics we talk
most because lots of people say that the Verdurada is sexist; and this is something that we
always try to demystify, because we have the ‘Verdurada show’ and the ‘collective Verdurada'.
It's a hardcore show and the boys that hang out with us are not like that, but it has some
young boys who go to the mosh pit and dance violently, clueless and end up hurting the girls.
But they belong to the same hardcore scene, and not the collective. We always try to discuss
this, because it [ Verdurada) is not sexist. (C. M., 18 years old, women)

The Verdurada always tried to confront homophobia and sexism, both in everyday life and in
specific policies, debates, supporting some groups and initiatives, and everything else. We
always made an effort to keep these things on the agenda. What also happens is that society
is sexist and homophobic, and we can not pretend that this is not reflected in any way among
us. These problems are reflected even in those who are consciously resisting it. We live in a
world like this, which is slowly changing. | think it is an illusion to believe that hardcore is a
bubble that protects people from the outside culture, like a field of cultural strength that we
live daily; we exist in social relations that propagate and perpetuate this kind of prejudices.
We fight, keep it on the agenda, stand up against homophobia and sexism. The best way we
can (P. C., 34 years, man).

| think there are more sexism, homophobia and prejudice outside of this scene, than within it.
| think it is a mistake to try to understand the straightedge hardcore punk scene as a perfect
scene, this is what ends up confusing the kids - they want to create a perfect utopia to live in,
and this will never happen. You'll have to deal with some difference inside it, you will have to
deal with opinions very different from yours. (F. M., 37 years, man)

According to C.M., one of the biggest challenges of being a woman in this context is the
fact that you have to prove that you are really interested on music, on activism and on
whatever the subculture can offer to you — in other words, that you are not interest only in
meeting and hanging out with the boys:

| was talking to the girls about it - and we agree - that some girls really come here because
they think the boys are handsome and want to hook up with them. But | don’t. When | started
to come here | had already read about straight edge, | had listened to some bands and |
wanted to enter the scene for the music. When you arrive, the first thing that some boys do
is to flirt with you; but then | continued to come here and tried to show that | knew stuff —
and was not here just because of men. When they realized it, everyone welcomed me, even
the boys that flirted on me ended up supporting me, sending me new songs and bands. But |
really think that at the beginning everything is much more difficult for the girls, because it
seems to me that men have to prove themselves just once to be accepted in the scene, while
women have to prove themselves twice: prove that they like being there and that they are not
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only looking for boys to hook up with. | think women always have to make a greater effort.
(C. M., 18 years old, woman)

When questioned about the necessity of becoming ‘one of the boys’, i.e., the process of
adopting certain masculinities in order to be accepted among the guys, she affirms that this
happens more often that she would like — even because hardcore is an aggressive way of
expression, and girls are educated to follow some stereotypes that tell them to keep a safe
distance from this kind of sonority and ambient:

| think we don’t have to show it [being one of the boys], but as we hang out with them it ends
up becoming something like this. | faced many situations where the boys were talking about
stuff as if | was one of them, even some embarassing things. This ‘women issue’ is very strong,
for us to stand there is a much greater effort than if we were men. Because hardcore is a kinda
sound that men are created to listen to, we usually grow up to listen to fluffy music. Then, the
girl enters the scene and the guys think they are looking for them. (...) There is plenty of cases
of girls who come here with these intentions. But | do not care. There are also girls who come
here while they are dating some of the guys, and when they break up, the girls just stop
showing off at shows. (C. M., 18 years, woman)

C.M. is one of the girls who participates at the mosh pit, dancing and performing stage
dives. For her, being recognized by these actions, by her engagement with the scene, is the
best part of the straight edge subculture:

The best part - | feel that it is silly to talk about this — is that the scene does not have many
girls, but those few are your friends, and it is very cool when the guys say: you ‘represented’!
Giving a stage dive, for example, and hear that you ‘represented’ is the best part, because the
guys are recognizing your efforts. (C. M., 18 years, woman)

In her opinion, the relationship between the girls goes beyond gigs, becoming part of
everyday relationships — going out to talk, visiting each other and skating, for example. Also,
at the time of my fieldwork, there was a Facebook page that the hardcore girls used to talk
and exchange information. The use of new technologies and its platforms facilitate the
interaction and information available. Some of the girls that | talked to affirmed that they feel
different from the ‘regular’ girls outside the subculture, since these straight edgers allege to
not care that much about their physical appearance or ‘superfluous’ and ‘empty’ things.
Furthermore, straight edge can evoke, according to these girls, empowerment and security
feelings, since sobriety allows the control over their own body in situations where you will
need to stand by yourself, such as parties: “I like to have control over my actions, knowing
exactly what | am doing, with my mind fully working; | feel safe as a straight edger”, affirms
C.M.

Both for her and for P.C., the fact that men dominate the scene is natural, since it reflects
the reproduction of outside notions that the music played there, as much as the aggressiveness
involved in the dances and performances, belongs to the male imaginary. However, P.C.
believes that the violent dancing at the mosh pit is an expression of anger, which is not directed
specifically to somebody; according to him, people rarely get hurt. He thinks that we should
discuss if the dance excludes people, but we cannot prohibit people from dancing.

But according to the general public that attend the festival, several perspectives on gender
issues can be addressed, without a homogeneous point of view:

Sexism is well addressed, mainly because of the feminist bands, hitting hard against this, but
I still think there is resistance on homophobia. They are not homophobic, but this topic is not
as addressed as sexism is (B.J., 31 years old, man).
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It's a very male-dominated and sexist scene; only men stay at the mosh pit. In theory nobody
is sexist or homophobic, but when a homosexual appears you can see the strange looks he/she
gets, people pointing at the person. The same thing that happens in the streets (C.B., 20 years
old, man).

| think this issue [gender issues] is not properly addressed, nor by the organizers neither by the
public. You can still see a lot of sexism and this is not only in sXe, other scenes also have it. |
think this is a problem that is rooted in Western culture, and if we take it - just as we already
do - into the counterculture, it gets worse. | think it is extremely important to address these
issues and to promote productive conversations, and mainly, to support who was sexually
harassed - it's hard to see such support or any emotional structure within the scene (L.A., 21
years old, man).

| cannot remember at least one homosexual couple at Verdurada — maybe girls, but never
boys. Sexism reigns, since the girls have to fight a lot to conquer some space in which they are
not “the girlfriend of...”. The guys are pro-equality in theory but in everyday life this is way
more complicated. The jokes about gays appear as in any other place (B.K, 25 years old,
woman).

I know | am not as active as | would like to, | don’t have a band, zine or organize events, but
sometimes | saw the guys saying hello to other people that were with me, but just ignored me
for being a woman. This upsets me a lot. | also saw people spread an idea in their music and
bands, but outside the stage they adopt totally controversial attitudes. (S., 26 years old,
woman)

Obviously, it is not possible to generalize the whole scene situation through these
testimonies, but it is symptomatic that some people can perceive, or suffer, different types of
sexist discrimination. There is a spectrum in these testimonies that initiates with the belief on
the underground scene in promoting equality, debating the controversial topic and changing
some bad attitudes; at the same time, it is possible to see, for example, girls affirming that
usually the discourse does not match with the scene’s reality, as they had problems related to
their gender. Some of these young women say that they had to change themselves in order
to be accepted by the group of straight edgers:

Today | realized how much | became “masculine” in order to be accepted. Dominatrix
[Brazilian Riot Grrr! banad] used to say that we should not worry about our appearance, but
accepting this as the truth continues to tie me to the dialectic. Now | understand: to free me |
need to know different points of views and make choices. Choosing to wear lipstick — or not
wearing it at all — is something that makes me a victim of a discourse at the same extent. It is
clear that Verdurada has more men than women participating and | feel the urge to assume
a masculine attitude in order to protect me, which really sucks and | am trying to change this.
(...) I don’t dance in the shows anymore, nor do | go to the stage; besides my desire, | feel
uncomfortable and this is something that decreased significantly my frequency to the shows
over the last years (B.K. 25 years old)

We can see that, despite the anti-sexist discourse, some girls still feel uncomfortable for
having to assume masculine roles to be accepted, and also the caution that they think is
necessary when dating one of the sXers boys, because it is easy to become “ill-spoken”. The
feeling is that there is some anxiety on the part of these girls, in this transition of being
accepted or not, to have a relationship with any other individual in this scene — of any gender
— and still to manage to make it clear that there is no other reason for being there than to
enjoy the shows, their friends or even the vegan food.
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Conclusion

We saw, briefly, that much of the issues being reproduced about gender at Sao Paulo’s straight
edge subculture were already observed and discussed in other similar underground scenes.
There is clearly a gap between people directly involved with Verdurada and its organization -
who aged inside the sXe subculture - and the people that belong to the hardcore punk scene
of the city. Perceptions on sexism and homophobia vary significantly, but it is not possible to
negate that, besides all the efforts to resist them, they are still sharing the space with sobriety
and other questions. Probably because hegemonic discourses, and the actions and positioning
that derives from them, are rooted in our culture — and of course, have its roots on the scene
and in Verdurada. Even though increasing the spaces for debate that were made possible by
the organizers — facilitated by new technologies — as well as the attempt to politicize
discussions and to foster social/cultural change, by now, these actions are not so effective to
reach everyone and to decrease contradictions and oppressions.
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Estado do Rio de Janeiro (FAPERJ)
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2.5. Between drums and drones: the urban
experience in SGo Paulo's punk music

Débora Gomes dos Santos'

Abstract

The advent of punk marked a turning point amidst the pop culture universe. Punk music, as the
centralizing element of the movement’s identity, emerged with the proposal of breaking-up the
conventions of musical expertise and technique increasingly present in rock compositions of the
early 1970s. The return to a simple musical form combined with an emphasis on the dynamics of
everyday life's ordinary reality brought to the composition core both the particular sonorities of the
great cities — the general hum of the city — as well as narratives of urban daily life, establishing
music as a powerful vehicle of transmission of urban experiences. Therefore, this paper aims to
explore the punk movement as a lens of analysis of urban phenomena, particularly by observing
which questions punk casts over the peripheral urban context of Sao Paulo city, Brazil. The Brazilian
punk bands that emerged in the early 1980s, a period essentially marked by an inconclusive process
of political redemocratization, show a particular accent over the issues raised by punk in the US
and UK, for instance. The Brazilian context enhanced the rudeness and aggressiveness of the punk
language, for it embodied a possibility of eagerly expressing the experience of crisis amid the
complexity of the urban environment. The over-accelerated rhythm and the poetic density of Sao
Paulo’s punk draw attention to the tensions and relations tacitly present in the city space as they
were perceived and experienced in everyday life, therefore allowing a more complex investigation
of contemporary urban phenomenon in Brazil.

Keywords: punk rock; urban space; urban experience; Sao Paulo city.

Infroduction

Unlike other forms of art that touch us through the most rational sense which is sight, music
reaches us through the most sensitive one, which is hearing. In order to turn away from a
picture that does not please us, it is much easier than with a song. Its range of action in space
seems to be much more open, almost infinite, because the notes are spread over larger waves
than the traces attached to the concrete limits of the frames. In this sense, within music, a
distorted guitar note seems to reach not only the ear and the brain, but every single cell of the
human body (Chacon, 1983, p. 13).

As a means of cultural expression, music has an inherent spatial dimension. The musical
language is able to incorporate and convey spatial images, as both the medium and the
outcome of environmental experiences, simultaneously producing and reproducing social
systems (Kong, 1995, p. 4). In this sense, the massive diffusion of music in almost every
situation of urban daily life, makes it one of the most powerful vehicles for the understanding
of the character, the identity, the tensions and relations tacitly present in the city space. In

" Institute of Architecture and Urbanism, University of Sdo Paulo, Brazil.
? All citations were freely translated from the original in Portuguese.
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spite of the strong presence of elements such as space, place and city in musical language,
music itself has been little explored as a source for the comprehension of urban issues,
especially in the field of urbanism.

In parallel, the traditional means of apprehension and analysis of urban space employed in
the field of urbanism have significant limitations given the complexity of the contemporary
metropolis. The technocratic objectivity of their methods alienates from the small ordinary
events of everyday urban life, i.e., the experience and practice of the real city. Thus,
understanding the contemporary city from the bonds between social life and urban space as
expressed through music, enables a whole new set of layers to the apprehension, analysis and
research of the urban phenomenon, going towards "decisions linked to the movement of the
real actors who design the city” (Rolnik, Kowarik & Somekh, 1990, p. 15).

In this context, punk presents itself as one of the best investigative objects for addressing
the urban space from a musical point of view. Born in the United States and England, around
the cities of New York and London, and in the midst of deep political, economic and social
crises of the 1970s, it is connected to a political, economical and social system in deep and
disorienting transformation. By keeping distance of an utopian revolutionary positioning, punk
sought in the reality of urban chaos, the basis for its constitution.

Punk music, the centralizing element of the whole punk culture, emerged with the
proposal of breaking the traditional assumptions of competence and technique increasingly
present in the music of the early 1970s. A return to a simpler musical form in combination
with an enhancement of everyday life ordinary reality, brought to the centre of the
composition both sonorities of great cities as well as narratives of urban daily life, making
music a powerful vehicle of transmission and absorption of daily urban experiences.

If ever since the early days of popular music, particularly in the 1950s rock'n'roll, the city is
a constant theme in musical compositions, in punk it becomes central whether in textual terms
(lyrics), whether in formal and structural terms (instrumentation). Thus, the punk has produced
an extensive symbology that differed from any other movement, signalling a manner of being
in the world accentuated by the conditions of urban space and establishing a repertoire that
appears constantly mixed and confounded by city description.

Despite the peculiarities of the Brazilian cultural context, the frank appropriation of the
aesthetics, the attitude and the whole musical proposal of punk in Brazil, potentializes the
possibilities of the movement's analysis as it permits a parallel analysis between different urban
and social realities. Therefore, the analysis of musical pieces of the first punk bands of Sao
Paulo, the place where the movement emerged in Brazil, permits the examination of which
regards and questions punk casts over the peripheral Sao Paulo city urban context in the
passage from the 1970s to the 1980s.

With the purpose of understanding how the experiences of everyday life and cultural
expressions influence each other so as to render explicit certain urban issues, this paper
proposes to develop a study of urban space through music. Therefore, it is brought into debate
a set of musical elements that emphasizes the potential of music in revealing different
perceptions of daily urban life, so as to set it as an important tool for examining the
contemporary city.
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Sao Paulo: a different kind of tension

As well as in the original punk contexts, the Brazilian social environment in which was born
"one of the most representative punk scenes outside of the English language" (Alexandre,
2004, p.62) was certainly tense. A different kind of tension, however, very specific and
distinctive from the one existing in Ramones’ and the Sex Pistols’ countries. The Brazilian
specificities of this period, manifested by military dictatorship scenario®, economic dependency
and social inequality, resulted in a very peculiar appropriation of punk’s language, aesthetics
and attitude as a manner of expressing the everyday struggle of the urban peripheral youth.

By the end of the 1970s, after doubling its population in less than two decades, heading
8,5 million inhabitants®, Sao Paulo became the largest city not only in Brazil but throughout
South America. This vertiginous and recent process of metropolization, as a consequence of
the intense industrialization in the mid-1950s (Rolnik, 2003, p 43), reconfigured not only Sao
Paulo’s sociocultural environment, but also the very perception people had about its space.

If since the beginning of the 20th century, when the city experiences its first industrial
boom, there has been a concern on the part of Sao Paulo's cultural elite in building an identity
for the city based on the ideas of modernity and urbanity, which the Week of Modern Art® of
1922 is exemplary; it is from the 1950s that this imaginary definitely consolidates itself: what
seemed to be an exceptional prospect in the 1920s became an undeniable reality thirty years
later. From this moment on it is established a proper paulistan culture in a broader sense
(artistic, architectural, mediatic, industrial), distinctive from any other Brazilian regionalism,
especially the one around Rio de Janeiro.

Furthermore, the inauguration of the first segment of the Sao Paulo Metro system in 1975,
with a line connecting the northern and southern zones passing through the downtown area,
definitely attested to the cosmopolitan imagery of Sao Paulo. Although the installation of the
Metro did not represent, at first, a significant change on the traveling dynamics of the city,
which would continue to occur on a large scale by buses and private cars, the introduction of
the metropolitan transport system had an important symbolic effect, introducing the city to a
new era of technology, speed and efficiency without precedents in Brazil. In this manner, it
reinforced the idea of an effectively modern Sao Paulo way-of-life, comparable to those
experienced in the largest and most important urban centres of the world.

However, the contradictions highlighted by economic, political and social conditions on a
local, national and global level, elapsed in Brazil by the experience of the military dictatorship,
resulted on a general pessimism towards the gigantism and urgency of Sao Paulo, the city

u6

"that cannot stop"®, a new socio-cultural scenario from which would unfold the Brazilian punk
movement.

One of the major incongruities of Sao Paulo's context is exactly the configuration of its
urban area, predominantly consisted of poor and precarious suburban neighbourhoods — the

peripheries (periferias) — constructed in the form of dormitories cities and in which overlaps

> The Brazilian military regime occurred between the years 1964 and 1985. Characterized as an
authoritarian period, it suppressed the civil freedoms and censured media and individual expressions.

* Source: http://infocidade.prefeitura.sp.gov.br/htmls/7 populacao recenseada 1950 10552.html (last
access: 12/05/2014).

® The Week of Modern Art (Semana de Arte Moderna) was an event held in Sao Paulo in 1922 with the
purpose of promoting the Modernist movement amongst Brazilian art.

® S0 Paulo nao pode parar was a popular expression created by Ademar de Barros, mayor of Sao Paulo
between the years of 1957 and 1961 (Rolnik, 2003, p. 48).
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numerous exclusion factors such as "poor education, high unemployment rates, deficient
urban services and radically outcasted from the places where the opportunities circulate”
(Rolnik, 2003, p. 51). Amidst the Brazilian Miracle' that followed the military coup, at which
time that Sao Paulo city (in addition to its metropolitan area) becomes a major focus of public
investment and establishes itself as the dynamic centre of the richest state in the country, this
acute process of peripherization and spatial segregation denounces a situation of deep social
inequality in which "are juxtaposed and superposed traces of opulence, due to the strength
of the economic life and their material expressions, and signs of demise, due to the delayed
state of the social and political structures" (Santos, 1990, p. 13).

Periphery: "the subterranean, invisible city" in the words of geographer Milton Santos
(Santos, 1990, p 53.). Thus, this condition of socio-spatial marginality and invisibility of the
peripheral population, especially under the tense conjuncture of military control, repression
and censorship of the military dictatorship, ultimately represented an obstacle for accessing
the opportunities of human development that were mostly offered at the centralized areas of
the city.

Therefore, it is by appropriating its own circumstance of inferiority that Sao Paulo's punk
builds its identity, "they insist on stating that they are from the periphery, that they are in a
bad situation, at the intestine layers of society, at the lower levels of all hierarchical scales"
(Abramo, 1994, p. 101): by affirming and accentuating this condition, punk builds its
complaint. It is symptomatic of this construction, for example, the first Brazilian punk record
ever made, the compilation entitled Grito Suburbano (Suburban Scream), soon followed by
the compilation entitled SUB. The lyrics of the song Periferia, by the punk band Ratos de Porao,
this statement is even more explicit and emphatic:

Everything happens at the periphery/ Fights, death at the periphery/ Shots, blood at the
periphery/ At the periphery/ Everything happens at the periphery/ Everything happens at the
periphery/ Stuff runs straight through at the periphery/ We keep the anarchy at the periphery/
At the periphery® (Song Periferia by Ratos de Pordo, 1984).

” The Brazilian Miracle (Milagre Brasileiro) is an expression that concerns the exceptional economic
growth observed in Brazil between the years of 1968 and 1973. This period was also marked by the
hardening of the military dictatorship repressive apparatus, as well as by the remarkable increase of
wealth concentration and poverty.

¢ Original Portuguese lyrics: Tudo acontece na periferia/ Brigas, morte na periferia/ Tiro, sangue na
periferia/ Na periferia/ Tudo acontece na periferia/ Tudo acontece na periferia/ Bagulho corre direto na
periferia/ Mantemos a anarkia na periferia/ Na periferia/ Tudo acontece na periferia.
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Figure 1 - Back cover of the aloum Pior que Antesby Garotos Podres, 1988

Internationally, the broad cycle of structural changes of the industrial society initiated in
the 1960s which featured a complete review of the practices and control of social and
economic spheres - from labour relations and consumer behaviours, to technologies and the
general configurations of political power - ignited a deep and generalized state of crisis.
According to Elsa Vivant (2012), pioneering industrial cities such as New York and London,
"were those that suffered the most with the industrial crisis: in face of rising unemployment,
capital flight and the constitution of vast voids in former industrial properties" (p. 9). As from
the 1970s, however, these new configurations came to present themselves through a large
variation of discourses and practices of social phenomena, triggering unprecedented cultural
processes, particularly with regards to the perceptions of urban citizens in relation to their
environment.

Amidst this scenario of crisis and reconfiguration of social systems, punk emerged by
placing itself in a rupture position with previous forms of youth cultural action, especially the
precepts of the hippie generation, one of the major movements of the 1960s. At this moment,
a new reality was imposing itself upon the libertarian and utopian hippie essence, destabilizing
its main ideological pillar: the construction of an alternative and renewed society, communal,
rural and self-sustained (Pereira, 1983, p 82; Abramo, 1994 p. 20). Its music shows mythical
and surreal spaces, great psychedelic trips:

So we sailed up to the sun/ Till we found the sea of green/ and we lived beneath the waves/
in our yellow submarine (Song Yellow Submarine by The Beatles, 1969).

In England, however, as from the 1970s, the English Labour Party begins to collapse and is
no longer able to ensure a social welfare state. Numerous strikes of civil servants erupt in the
city such as garbage collectors that leaves piles of waste on the streets, public transportation,
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creating huge traffic congestions and paralyzing the city, besides the closure of hospitals and
airports. In short, the city becomes intolerable and absolutely chaotic. The situation in New
York did not differ, particularly when in 1975 it was considered bankrupt and unmanageable
(Harvey 2011, p 137.). This situation was perfectly illustrated by the infamous message of
President Gerald Ford that ended up printed as the headline of the New York Daily News:
"Ford to City: Drop Dead"”.

| mean, New York City declared bankruptcy! Compared to what was going on in the real
world, decadence seemed kind of quaint. So punk wasn't about decay, punk was about the
apocalypse. Punk was about annihilation. Nothing worked so let’s get right to Armageddon
(McNeil & McCain, 2006, p. 256).

Additionally, in a world in a constant process of urbanization®, the dichotomy between
rural and urban weakened, in a way that escaping from this urbanity was no longer an option
(Benfatti in Benfatti & Schicchi, 2004, p. 9-11). Therefore, the myth of a paradise made of
peace and love built over an egalitarian society and without borders begins to sound absolutely
anachronistic (Sousa, 2002, p. 17).

The original punk movement, whose stance is closely tied to this complete transformation
hitherto hegemonic paradigms in the context of advanced capitalist societies, is, therefore, a
result of a new relationship between the urban youth and the city space, structured by
negativity. The same can be said about the Brazilian case; however, an important distinction
is necessary. While in the cases of New York and London punk is dealing with a circumstantial
situation, in Sao Paulo the punk attitude towards the city is related to the very structure of the
Brazilian society, it derives from a historical construction. This difference is felt both in terms
of sound and of critical content, as will be seen below.

Vivo na cidade: living and alive in the city

The first bands emerged from your need to talk... You heard a song of the Sex Pistols talking
about "Anarchy in UK " or "l was on the street in London " and there was no one talking about
Carolina’s hood, about what was happening with you, talking about you, about what was
going on in your reality... (Clemente apud Moreira, 2006).

At the peak of the punk movement in 1977, groups such as the Ramones, Sex Pistols, The
Jam, Eddie & The Hot Rods, among others, had some of their songs selected and assembled
on the record A Revista Pop apresenta o Punk Rock (organized by Revista Pop, a magazine
and one of the main vehicles of youth culture of the time) which would be the first official
record of punk in Brazil.

The advent of punk with its strength and simplicity signalled an opportunity of expression
for the marginalized youth, which had been historically excluded of any traditional vehicle of
manifestation. "It was the first time the working class decided to organize itself without the
‘approval' of the artistic middle class [...] and the first time since the 60s that Brazilian
teenagers and youngsters had a common voice amid the darkness of the dictatorship”
(Alexander, 2004, p. 62).

® October 30, 1975 (Taylor, 2006, p. 19).

" In 1975 the urbanization rate had reached 38.5% of the world population and the number of cities
with over five million inhabitants such as London, New York and Sao Paulo, more than tripled
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As opposed to the international punk scene, however, the Brazilian movement did not
constitute itself as an opposition towards a decadent rock scene, after all, the perspective of
Brazilian rock was formed by "diligent poor devils, playing at small theatres, in 'cursed’ hours,
loading the banner of 'rock' for 200 people a night, with no hits, no money, no decent
instruments, no prestige" (Alexander, 2004, p. 62). If there was any opposition, it was towards
the MPB [Brazilian Popular Music] whose themes and melodic lines were overly hermetic and
"far from the reality of punk and of the subtropical climate of the city the movement lives in"
(Bivar, 2001, p. 101). Thus, punk music represented to the peripheral youth a possibility of
abstracting its invisibility condition and fulfilling its "legitimate and unconditional desire to
express themselves through music" (Alexander, 2004, p. 65).

We found in punk a way of saying everything we wanted, it was something that fitted like a
glove. But, if there was no punk, we would find something else, because we needed to put
all of those things out (/n ALEXANDRE, 2004, p. 62).

With the emergence of punk came a recovery of the synthesis in pop music, of the simple,
circular and repetitive structure of rock, instantly recognizable and reproducible. This return
was a response to the rock music scene of the time, dominated by a growing appreciation of
concepts such as musical virtuosity and technicality which was ultimately responsible for the
demise of rock'n'roll spontaneity and also made it increasingly unaffordable to the vast
majority of urban youth, both in terms of reception and production. But more than a mere
return to basics, punk was responsible for radicalizing the principles of rock by incorporating
elements of immediate everyday reality. Few power chords, nervous rhythm, maximum
distortion effects. In this simple musical structure there was no space for an intricate melodic
line so the guitar solos were purged, leaving only one big block of fast, noisy and rhythmic
sound in a mimetic relation to the impact of the urban cacophony. If it was not for this, there
would be nothing, because life was too short and time was too valuable to spend it learning
how to play any supposedly "real" music.

Four really pissed-off guys in black leather jackets. It was like the Gestapo had just walked into
the room. These guys were definitely not Ajppies. Then they counted off a song — “ONE, TWO,
THREE, FOUR!"” — and we were hit with this blast of noise, you physically recoiled from the
shock of it, like this huge wind, and before I could even get into it, they stopped (McNeil &
McCain, 2006, p. 205).

Thus, the brutality of the punk repertoire synthesizes the experience "of the city with its
violence, its deterioration as a physical environment. (...) The style is not an artistic condition
but personal; a certain needed characterization is assumed in order to cope with the urban
reality" (Bassani, 2003, p.113). The punk appropriation of the most degrading aspects of the
metropolitan city are present throughout its aesthetics — from music and garment to a
behaviour pervaded by a tangible sense of negativity — and also operates as a stylistic device
with the purpose of highlighting the reality of life that happens in the depths of the cities. This
condition is synthesized by Mark P., editor of the important fanzine Sniffing Glue: "no one
can define punk rock; it is rock in its lowest form — at a street level" (gpud Bivar, 2001, p.51).

The specificities of Sao Paulo context accounted for further radicalising both structure and
form of punk music, as well as its critical content. Therefore, Brazilian punk music has a very
particular accent, determined by an overly accelerated rhythm, a large incorporation of noise
and distortion, an extreme short duration of the songs and by the use of a darker tone than
New Yorkers and British bands. The lyrics are focused on subjects of denounce on many levels,
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from oppression and lack of freedom, to exploitation, unemployment and poverty. The space
of the city is a permanent target of criticism; however, their actions and demands cannot
happen in any other place than it.

[ live in the city/ The air is negative/ The trees are dying/ Concrete surrounds me/ | look at the
city, at all of its faces/ Garbage and people mixing together/ | protest to find/ The other side
of this life/ I live in the city / Look at the avenues, people lots of people/ They don’t express
anything, they run nonstop/ | protest to find/ The other side of this life/ | live in the city (Song
Vivo na Cidade by Cdlera, 1986)."

In the song Vivo na Cidade there is a duplicity of meanings that can be perceived from the
word "vivo". In Portuguese it means both "to live in" which contains a sense of being a city
dweller; and also "to be alive" in its space, participative and present. This two-layered
semantics pervades the Brazilian punk, in which the city is not only the space of the house but
also and above all the space of expression about life itself. The urban space appears as the
necessary field for the action of appearance [aparecimento] (H. Abramo, 1994), operated
through the spectacularization of one's own condition. Through the action of public self-
exposition, the peripheric youth leaves its zone of invisibility and circumvents its lack of access
to the traditional channels of expression — from mainstream media to student movement —
making the public space their own platform of expression.

In the case of punk, by appearance H. Abramo (1994, p. 106) understands the public
display of signs of shock and provocation, intended to assert, through the very physical
presence in space, the existence and necessity of care for certain social problems. Therefore,
the appearance draws attention and obliges society to recognize and inquire over issues that
would otherwise be submerged. In Sao Paulo, the main spots of gathering and circulation of
punks groups are concentrated in the city centre, the areas of maximum visibility. Also "it is
that part of town where it still remains the urban aesthetics of the 40s and 50s, with its elegant
but decadents buildings [...] The youth turn to the decayed centre to install their new
relationship with urbanity and modernity" (H. Abramo, 1994, p. 146).

Sao Paulo has alleys, constructions/ It has Mohawk’s punks, Mohawks or not / It has crazy
people talking aimlessly/ Sao Paulo is cold weather with sun or drizzle/ Walking by the centre
through the crowd/ The Mohawks are protesting, people are passing and looking/ There is all
sorts of visuals/ But what matters is the general content/ Sao Paulo is huge/ It is the great
underground (Song Sdo Paulo é Gig by Cdlera, 1986)."

" Original Portuguese lyrics: Vivo na cidade/ O ar é negativo/ As arvores vdo morrendo/ Concreto a me
cercar/ Olho a cidade todas as suas faces/ Lixos e pessoas a se misturar/ Quero protestar para encontrar/
O outro lado desta vida/ Vivo na cidade/ Olhe as avenidas, gente muita gente/ Nao expressam nada,
correm sem parar/ Quero protestar para encontrar/ O outro lado desta vida/ Vivo na cidade

" Original Portuguese lyrics: Sdo Paulo tem becos, tem construgdes/ Tem punks moicanos, moicanos ou
ndo/ Tem gente louca falando a toa/ S&o Paulo é frio com sol ou garoa/ Andando pelo centro, pelo
formigueiro/ Moicanos protestando, o povo passa olhando/ Tem todo tipo de visual/ Mas o que importa
¢ o contetdo geral/ Sdo Paulo é gigante/ £ o grande underground
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Figure 2 - Back cover of the album Adeus Carne by Inocentes, 1987. The Picture in the sleeve shows the
group members standing inside Catedral da Sé, a church symbolic of the historic city center of Sao Paulo.

Also, the inauguration of the Metro in this moment reinforced the physical centrality of
punk's range of action, since around the stations suddenly appeared a series of public spaces
hitherto virtually non-existent and with potential of becoming eventful. This way, new
possibilities of action are seen in the city, firstly by the immediate dissolution of territoriality
brought by this new kind of fast flows and by the easy access to multiple locations, rendering
the city more permeable and accessible; and secondly by the fact that the agglomeration itself
can lead to new sorts of cultural developments of this places.

Furthermore, the Metro itself conveys an imagery of an international and cosmopolitan
way of life, forging ties between different punk contexts: "in an obviously exaggerated
manner that betrayed a certain provincial dazzle, it felt as Sao Paulo was a sister-city of New
York" (B. Abramo in Campos, Gama & Sachetta, 2004, p. 193). In this manner, the peripheral
youth is no longer restricted to their neighbourhoods of origin; it now belongs to the
multiplicity of crowds.

Wandering the streets they try to forget/ All that oppresses them and prevent them from living/
Maybe forgetting would be the solution/ To dissolve the hatred they have in their hearts/ The
desire to scream is choked in the air/ The fear caused by repression/ All of that tries to prevent
the suburban boys from existing/ Suburban boys, suburban boys/ You cannot give up on living
(Song Garotos do Subdrbio by Inocentes, 1986)."”

" Original Portuguese lyrics: Vagando pelas ruas tentam esquecer/ Tudo que os oprime e 0s impedem
de viver/ Serd que esquecer seria a solucao/ Pra dissolver o édio que eles tem no coracao/ Vontade de
gritar sufocada no ar/ O medo causado pela repressao/ Tudo isso tenta impedir os garotos do suburbio
de existir/ Garotos do suburbio, Garotos do suburbio/ Vocés nao podem desistir de viver
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Figure 3 - Record inner sleeve of the aloum Descanse em Pazby Ratos de Pordo, 1986. The Picture shows the
group members standing inside a random urban tunnel

The Metro importance in this moment is therefore more symbolic than objective, because
even after its installation almost all the daily journeys of punk groups remain being done by
bus or by foot. Also, the very act of displacement is appreciated in punk, the promenade as a
speculative and subjective experience. Its excursions through the cities underbellies integrate
this strategy of appearance; there is an eagerness in knowing new places and overcoming
barriers. By exposing itself, punk gains territory and domain over its environment. Thus the
spectacle punk is complete:

And the punks are going, in pairs, trios, bunches, like warriors after the battle, all in black
uniforms, on foot, from PUC [Pontifical Catholic University] at Perdizes, until the Sdo Bento
square, through Francisco Matarazzo and Séo Jodo avenues. Something like 200 punks [...],
an impressive theatrical show. [...] And the punk march continues. It's five o'clock in the
morning from Saturday to Sunday. The punks are now passing by the corner of /jpiranga with
S&o Jodo|...]. A little more and they go through the Paissandu square, turn, cross the viaduct
of Santa Ifigénia and gain Sdo Bento square. Exhausted but alive. Some fall on the benches
and go to sleep, others fall with their girls, cuddled; one will sleep in the school door [...]. And
while waiting for the first subway train, they chat and comment the show and the stuff that
happened. [...] It dawns, it is Sunday. One by one, everybody is taking their way home. All of
them are little more than children and, although they already work, they are still living in their
parents’ house. But, as it is Sunday, after lunch the punks will be coming back to the square”
(Bivar, 2001, pp. 112-114).

Finally, there is a particular appropriation of a subterranean image, the underground, the
underworld — a world that cannot be seen. On one hand this comes from the decayed
scenarios where inhabits punk's identity: images of wreckage and rubble. "An subterranean
venue is also a place apart, as opposed to the normal plan of the city, and by adopting it,
these young people want to proclaim their difference” (H. Abramo, 1994, p. 146).

Urban Animal/ Crisis, violence/ Sad existence/ We perform the decay/ Urban Animal/
Subterranean dweller/ Among the rubble and ruins/ Your soul is hungry/ It howls for you (Song
Animal Urbano by Inocentes, 1989)."

" Original Portuguese lyrics: Animal urbano/ Crises, violéncia/ Triste existéncia/ Realizamos a decadéncia/
Animal urbano/ Habitante subterraneo/ Entre escombros e ruinas/ Sua alma esta faminta/ Ela uiva por
vocé
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On the other hand, the adoption of this "sub" condition does not mean a detachment
from reality or an intention of constructing an alternative social system, but a strategy of giving
an even greater emphasis on the reality. In this way, the subterranean could also be situated
at the very city centre - the centre of all events, opportunities and attention. This ambivalence
is essential and defines all facets of the phenomenon punk, with even greater emphasis on
Brazil.

Final considerations

By moving away from a strictly objective and technical study of the urban environment, it is
possible to create a more human comprehension of places and spaces, qualifying them in
terms of discursively constructed arenas and also apprehending them through a wider web of
social relations, thus rendering a more representative reflection of the divisions and tensions
present in society. The analysis of the interface between space and music from the point of
view of the punk culture in the Brazilian context, allows not only the establishment of a
dialogue among different punk panoramas, but also the observation of which considerations
over the metropolis are revealed by these different configurations.

Regarding the space of the city, there is in punk phenomena the appropriation of the
decay, the marginality and all the perversions that constitute urban life, thus constructing an
cultural imagery attuned to the human conditions in the context of the metropolis.
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2.6. What is punk rock? What is DIY? Masculinities and
politics between /art pour lart and [arf pour la
révolufion

Martin Winter'

Abstract

Punk Rock is dominated by (white, heterosexual) males. This imposes the question how male
domination is established in spite of the political stances of active Punk Rockers. To deal with this
question, my starting point is to ask how the musical genre Punk Rock and gender are co-produced.
Drawing on ethnographic field work and two focus group discussions in the Punk Rock and DIY
scene in Graz (Austria), | will show how Punk Rock is distinguished from so called “tough” genres
by context-dependent references to music, political views, modes of production and distribution,
or most notably gender. Punk Rock is related to a specific anti-hegemonic masculinity. On the one
hand, however, the male domination prevalent in most rock genres is reproduced. On the other
hand, masculinity within Punk Rock is contested. Punk Rock is either understood as /‘art pour I'art
or as /‘art pour la révolution — an emancipative and political means to tackle male domination.

“Indlie sux, hard-line sux, emo sux, you suck!
— But what about Punk Rock?

— Hahaha”

(Anti-Flag)

What is Punk Rock? This simple question is not so easy to answer. Or rather: everyone might
have an answer to this question, but the answers will differ a lot — depending on who we ask
when, where and in which context, e.g. about which band. The above quoted Band Anti-Flag
differentiates itself from Indie, Hard-Line, and Emo. And what about identifying themselves as
Punk Rockers? They laugh. | would argue that they do this because they do not want or can
define what Punk Rock actually is. They rather say (or sing) what Punk Rock is not. In its
contrast to the named three other genres, Punk Rock is at least not for “a bunch of snobs”,
not “anti-choice” and sounding “like metal tunes”, and not “really weak”, as the lyrics of
that song continue (Anti-Flag 2002). What this example indicates is that the boundary
between Punk Rock and other genres is drawn on the basis of quite different things. Musical,
social and political aspects come into play. And that struggles of inclusion and exclusion might
be bound to the definition of the music one plays. “You suck”, if you like indie, hard-line, or
emo.

In this paper | will trace the ambiguity and the contested character of the categorisation of
the musical genre Punk Rock. My aim is to show how the categorisation of music into

1 Department for Sociology, RWTH Aachen University, Germany.
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differentiated genres is related to different constructions of gender and related (scene) political
attitudes. The denial of hard-line is for example related to their “anti-choice” attitude and
their “metal tunes”, and thus related to gender and sexuality politics as well as musical
practices. My starting point is the thesis that the differentiation of music into genres and the
differentiation of subjects into gendered categories are simultaneous and interwoven social
processes. | will show how different constructions of masculinity and Punk Rock can be
regarded as co-constructed in social practices. At the same time, the understanding of musical
practices and the meaning of Do-lt-Yourself (DIY) is at stake and the subject of scene-internal
struggles.

The work of many inspiring scholars indicates that gender is a central domain of conflict
within the Punk Rock scene. In spite of the claim to be a socio-political counterculture (cf.
Busser, 1998; Calmbach, 2007), gender inequalities remain to persist in the Punk Rock
universe. In the 1990s the Riot Grrrl movement in the USA attempted to end male domination
in Punk Rock and Hardcore (Gottlieb & Wald, 1995). But gender is still a domain of struggles
within the scene. Schippers (2002) coins the term of “gender manoeuvring” to describe the
political action of scene-goers to shift the gender order within the alternative hard-rock scene.
Punk Rock activities and DIY-practices are not in itself politically emancipative, conclude Cisaf
and Koubek (2012). They map the DIY-scene of Brno along the axes of politicization and
commodification with the result that DIY can be highly political or highly commercial and non-
political. In this paper | want to investigate how these lines of conflict about the intention of
DIY musical practices within the scene do relate to questions of gender. Haenfler (2006) for
example speaks of “manhood in contradiction”, that the Hardcore and Straight Edge scene is
characterised by a pro-feminist and progressive masculinity on the one hand and a rather
macho-masculinity on the other hand. But how may gender be related to the conception of
diy and musical activities? In this regard the symbolic meanings of musical practices and their
categorisation into musical genres offers interesting insights. As Strong (2011) can show, riot
grrrl became the “women-genre” over the years, subsuming all alternative rock bands with
female musicians. Bands that were known as Grunge bands in the beginning of the 90s, such
as Hole, were nearly 20 years later seen as Riot Grrrl bands. The symbolic labelling and
categorisation of the music changed during the years. This indicates that political ambitions
and gender constructions relate highly to the symbolic categorisation of music: to the question
what is Punk Rock?

Musical genres as boundary work processes

| do conceive musical genres not as inherent to musical properties, but as concepts of
knowledge (cf. Foucault, 2002, p. 63) to deal with musical material. Further, | regard distinct
genres as the product of boundary work. According to Bourdieu (1996, pp. 223-227), the
struggle about classification of art is the very stuff of artistic fields. What is art and what not?
And if so, what kind of art? This classification struggle involves a serious game between the
actors about their position in the particular field. Not for alternative Rock music but for Jazz,
Appelrouth (2010) has shown how the boundary work to demarcate Jazz has been loaded
with social and political/moral attributes. The development of Jazz from a so called “Black”
music to a so called “White” music also involved an increase of social status. Following this
view, we cannot conceive musical genres as a fixed and given categories. Genre differentiation
is not solely grounded in the musical practices and related to social differentiations and power
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relations (cf. e.g. Curran, 1996). Hence, | understand musical genres as contested knowledge
areas that are produced in continuous boundary work processes.

The sociological concept of boundary work was introduced by Thomas Gieryn in Science
and Technology Studies (Gieryn, 1999). Gieryn defined boundary work and the demarcation
of knowledge territories as “a contextually contingent and interest-driven pragmatic
accomplishment drawing selectively on inconsistent and ambiguous attributes.” (Gieryn,
1995, p. 393) Applying this to musical genres, what constitutes a genre varies from context
to context, from situation to situation, and is directly related to struggles for power. In
combination with field theory according to Bourdieu (1996), these struggles are practices
situated in the social field of music. Thus musical practices are structured by specific habitus
and schemata of perception, action and valuing. These schemata are directly related to the
symbolic-discursive order of musical genres (for the relation of practices and discourses cf.
Reckwitz, 2008; Paulitz, 2012, pp. 50-58). To sum this up, | grasp musical genres as symbolic
order that is produced and reproduced in practices of boundary work by actors in the social
fields of music. Genres structure musical practices at large and get incorporated as practical
knowledge by social actors.

To connect the boundary work concept to gender constructions, | draw on recent
advancements of this concept in feminist Science and Technology Studies (Paulitz, 2012).
Following this theoretical framework, | will draw on the concept of hegemonic masculinity
(Connell, 1995) as the generative principle of male habitus to analyse masculinity constructions
that is discussed recently in German Gender and Masculinity Studies (Scholz, 2004; Meuser,
2009, 2010). Thus | understand masculinities as multiple and constructed in relation to other
masculinities on the one hand and to femininities on the other. Masculinities are constructed
in relation to a context specific model of hegemonic masculinity that functions as a cultural
norm. In this theoretical frame, the context specific masculinity norm is inextricably intertwined
with the symbolic order of musical genres. Therefore | draw on the concept of co-construction
of gender and technology (Paulitz, 2012, p. 60; Singer, 2005). Music in its materiality (DeNora,
2000) and genre as knowledge and symbolic order are constitutive for specific gender
constructions and vice versa. Musical genres and masculinities occur as concurrent and
interdependently construction: certain musical practices are bound to specific masculinity
constructions and vice versa. Musical genres are demarcated by references to masculinity
models, while the symbolic reference to a context-specific model of hegemonic masculinity
can be understood as a resource in the game in the social field of music to gain power (cf.
Paulitz, 2012). Gender and especially masculinity constructions function as my critical lens
through which I analyse norms and practices in the Graz Punk Rock scene.

Empirical methods — group discussions and participant
observation

Based on the assumption that knowledge can be explicit or implicit, | combine two different
approaches to grasp gender norms and images in both types of knowledge. Explicit knowledge
is directly accessible via discursive practices. Implicit knowledge is only partly accessible via
discursive practices and has to be reconstructed via the observation of social practices in which
this knowledge is activated (Kalthoff, 2003, p. 74). Discursive and non-discursive practices
need not to correspond to each other, but rather can also be characterised by specific cracks
and tensions between them, or towards other practices (Reckwitz, 2008).
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My enquiries took place in Graz, mainly in an autonomous youth centre called Sub®. | have
conducted two focus group discussions with participants from the Graz Punk Rock and DIY
scene. | did not stimulate the discussions with words, but played pairwise different songs at a
first stage and showed a collage of different pictures at a second stage. This approach was
influenced by the intersectional study of Degele and Janz (2011), who used a collage of
different pictures, on the one hand and the technique of the sounding questionnaire on the
other hand. With this empirical design | left it as much as possible to the participants of the
discussions how to verbally categorise the music. As a second method | conducted participant
observations at 17 concerts. All materials were analysed according to the coding strategies in
the sense of Grounded Theory (Strauss & Corbin, 1998). My following analysis mainly focuses
on the symbolic level and the statements in the focus groups.

So, what is punk rock?

I will first deal in this section with how Punk Rock is characterised and distinguished from other
genres and how thereby the position of Punk Rock (as a subfield) and its actors in the field of
music is contested. In a second step | will proceed to discuss struggles within Punk Rock for
the “right” interpretation of what DIY means.

Three chords: the “classical definition™?

The first pair of songs (by the bands Ruidosa Inmundicia and Leons Massacre) | played to
stimulate the group discussion, was chosen by the contrast between different kinds of
hardcore punk. Talking about these two songs, they are at the same time categorised into
different genres while these are hierarchically positioned in the field of music.

E: Well, for me this was a mix between Nu-Metal and typical Beat-Down Hardcore. (...) In your
face!

Q: Maybe the first one was what one rather calls Punk Rock, if it is possible to categorize that
way, and the second song is maybe a mixture that once originated out of it.

T: From Punk Rock and five other musical genres

Q: From Punk Rock and five other musical genres, right.

Punk Rock is described as music that once originated and stayed ‘pure’ ever since, some
even say the DIY-practices “came out of nothing” (T) in the USA in the 1980s. Punk Rock is
seen as an authentic musical style, while other genres are composed out of other musics. What
is classified as Punk Rock is thus seen to be the only legitimate representative of the values of
Punk Rock and DIY in the way the actors ascribe them to the musical practice of the founder
generation. The other named genres have their relation to Punk Rock, since they once
originated from it, but due to their mixture with other genres they are not seen as Punk Rock.
Only what is seen as Punk Rock today can legitimately claim to stand in the highly valued DIY-
tradition. Additionally, Punk Rock is loaded with higher symbolic value, because it is a genre
that does not owe its existence to other genres, in oppositions to others.

The struggle for symbolic weight in the musical field goes further than the categorization
of music. The mentioned Bands | used as a first stimulus also played concerts in two different

? You can find information on this venue here: http://subsubsub.at [27.08.2014]. Most of the concerts
are organised by the collective “No Punx in Gradec”, you can find information here: http:/diy-gradec.at
[27.08.2014].
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venues in Graz. Interestingly this was recognized and of high importance for the participants.
How music is categorized is related to the symbolic connotation of infrastructure, especially
the different venues, that are linked to different genres. And this implies claims to legitimately
use and shape these locations.

E: Another rather problematic topic is the Explo[siv].

Q: Yes!

E: | don't know if the Explo[siv] would still exist without Punk Rock. Or without people, who
attended the Punk Rock shows in the Explo[siv].

Q: Yes, certainly not!

The “Explosiv” is related to the second song and thereby excluded from Punk Rock by the
participants. In this representation it is not only the music that originated out of Punk Rock,
but also the necessary venues used to be Punk Rock venues once. Similar to the DIY-practices
in the US-context, this implies that Punk Rockers once established the rooms and formed the
necessary infrastructure for youth (sub)cultural activities that are used nowadays by musicians
of other genres. The important point is that these venues would not exist without Punk. This
connects Punk Rock with originality that functions as a resource to gain higher symbolic value
in the musical field. Further, the Explosiv is criticized for offering a stage to bands that are seen
as openly sexist. Since sexism is explicitly excluded from Punk Rock (see next section), the
Explosiv is questioned as a relevant venue for Punk Rock.

But what actually are aspects that characterize Punk Rock? The participants of the group
discussions do not come to a clear definition. But for another participant, also music with other
influences can be punk, while there is also the “classical” definition, obviously the “original”
Punk Rock:

S: | would also see music as Punk Rock that does not fit into the classical three or four chord
Punk Rock definition, but also have some electronic elements or something like that.

For the participant S. Punk Rock is not bound to musical aspects. Thus, also “electronic
elements” can be part of Punk Rock, although they do not belong to the “classical” definition.
This “classical” kind of Punk Rock rather represents a dilettantism and minimalism as a musical
style. But how can further elements be added to this constitutive basis, without becoming a
different music that is mixture out of “Punk Rock and five other musical genres”? The
discussion of a Weston-song | played during the focus group offers interesting insights:

Z: But why is it a Punk Rock song?
Q: Because of the chords.
All: *laugh*

The interesting part about this sequence is the laughter after the statement that the chords
make this song to be a Punk Rock song. Obviously the difference is not based solely in the
music. One major aspect here is politics, but discussing the Ramones, the contradiction
becomes obvious to the participants:

T: No one would say the Ramones are not a Punk Rock band.

Q: ' would rather say the Ramones are punk than Blink [128] is punk, because of the influence
the Ramones had on other Bands.

Z: And they had their statements. Standing on a stage with unkempt hair

T: But on the other hand, two of them were Republicans. And that is definitely not punk!
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At this point of the discussion, there is a clash between the consensus that seems to exist
in the scene, since no one would deny that the Ramones are a legitimate Punk Rock band,
and their political engagement on the right side of the political spectrum. Another participant
(R) solves this contradiction by stating that Punk Rock is defined by some sort of
“rebelliousness”. This discussion of what defines Punk Rock shows that it is indeed dependent
on the actual context that is discussed and even for the participants themselves no clear-cut
and definite boundary around Punk Rock exists. Sometimes musical aspects are brought
forward, sometimes political, sometimes the sheer number of sold records. Some aspects
might sediment and stabilize the boundary and mark the symbolic land of Punk Rock,
encompassing certain aspects. But it is still contested and the line is drawn in every statement.
For example, “electronic elements” are seen as possible parts of Punk Rock, while other music
are differentiated as other musical genres because of being composed. What is at stake in
these processes of negotiation is for example the access to infrastructure like venues (and
audiences) to play concerts. In the following section | will show that the boundary work
demarcating genres from each other builds upon musical and social aspects at the same time.
The genres excluded from Punk Rock are not only excluded on a musical basis, but the musical
practices are directly linked to a specific kind of masculinity and thus named “tough”.

“Tough®: what punk rock is not

“Tough"” encompasses various genres and labels a specific symbolic terrain that is demarcated
from Punk Rock. The participants speak for example of “tough sound”, “tough concerts” or
“tough behaviour”. “Tough” is always negatively connoted and explicitly gendered as
masculine. For example a participant states that at “tough” concerts are “nearly only guys
that perform their macho-masculinity-whatever-thing” (A.). Thus, “tough” functions as a
negative against which Punk Rock is constituted. This negative is mainly characterised by an
orientation towards becoming a rock star and explicit sexism that is ascribed to “tough”
musical genres.

“Tough” genres are described as hyper-masculine, while Punk Rock is seen as gender-
neutral. This “tough” masculinity and a related exclusion of women are mainly seen in a
competitive logic of musical practices.

A: That is the point of these [tough] concerts: who has the hardest sound, who has the coolest
tattoos, who moshes the most aggressive, who screams the most brutal? And here | am
missing the punk! They do it not because of frustration or anger, but to distinguish one and
to compete against others. And | think that is something extremely masculine. And thus | can
explain why female persons might not feel welcome in such an environment.

It is assumed that the participants of “tough” concerts are mainly interested in the
competition with others and that this competition is the reason, why these concerts are seen
as mainly masculine. Again, Punk is positioned as ‘authentic’ against other genres, since in
Punk Rock the performance is hard because of legitimate feelings like frustration and not
because of the selfish aim to gain reputation. This competitive logic and the aim to be better
than others correspond to the ascription that “tough” musicians aspire to become rock stars.
It is ascribed to the (wannabe) rock stars that they foster the hierarchical division of musicians
and consumers, while the musicians feel as something better because of their musical skills
(which are a domain of competition as well).

Furthermore, in the description of the Punk Rockers, “tough” musicians employ explicitly
sexist accounts strategically (like calling their band “Bitch-Slap”), to gain attention and
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commercial profit in the rock musical field. It is stated that this “sexism is a stereotype or
blueprint for some tough (...) Hard-core bands to do some marketing” (E.). Competitiveness
and sexism are connected and associated with the (mainstream) rock musical field. Both are
strictly opposed in Punk Rock. Practices like these are sanctioned and anti-sexism is established
as an alternative norm. The symbolic reference to the hegemonic model of the rock star does
not promise benefits in the subfield of punk. To be acknowledged as a proper Punk Rocker,
you may not join this kind of competition in this context. In opposition, Punk Rock is connected
with a do-it-yourself attitude, minimalism and dilettantism, and the claim that everyone can
grab a guitar and play. On top, as we have seen, against the description of “tough” practices
as masculine, the expression of frustration or anger on a stage in Punk Rock is not seen as a
gendered practice. However, Punk Rock is not described as free from gender inequality.
Rather, the boundary work towards ,,tough” genres is put into effect by a reflexive practice
and the demonstration of critical awareness of male dominance and sexist structures in rock
musical contexts. Discursive practices of reflexion are main building blocks of the construction
of a progressive and anti-hegemonic masculinity in Punk Rock. References to this kind of
masculinity construction do promise profits in the game in this subfield of music.

By rejecting the ,tough” masculinity, an anti-hegemonic masculinity is constructed.
However, this does not mean that this supposedly progressive masculinity does not go along
with male dominance. In statements that do not engage in boundary work towards other
genres, it is femininity that represents the “other” that “actually” does not belong to Punk
Rock.

A.: Especially in the area that we [his band] play, it is strange, but it is absolutely not an easy
music to listen to, or not a hard kind of music. But however, we often play with bands that
still are male dominated, but women also do play active roles in these bands.

This statement reflects an image that is anchored in everyday knowledge and that indicates
that women rather prefer “softer” and easily accessible musical styles. The astonishment of
participants, saying that it is strange that women actually are active participants, also in
“harder” Punk Rock styles, reveals the norm that femininity is usually not connected with Punk
Rock - especially not with “harder” styles. To sum this up, in the case of Punk Rock an accepted
masculinity must be positioned anti-hegemonic and references to this model of masculinity
promise profits in the game of prestige — but still at the expense of the symbolic exclusion of
women.

...and what is DIY?

But this does not mean that Punk Rock encompasses one uniform model of masculinity. | will
proceed in this section with differentiations within Punk Rock. In the specific context that |
researched in Graz | found two competing forms of interpreting DIY that are mainly divergent
in the connection of the do-it-yourself-paradigm with gender and the wider field politics. |
found two positions that | called the “self-made-man” and the “activist”.

The self-made-man: punk rock and DIY as a /‘arf pour 'arf

The “self-made-man” can be characterised by the acceptance of musical quality as a legitimate
criteria in a vertical order of bands. But in contrast to the rest of the musical field, musical
practices are not related to the aim of commercial success. However, the aim in this sense is
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to “come around”, to play as many shows across Europe as possible. To meet their friends as
several musicians said on stage. Musical practices are an aim in themselves and not a means
to challenge gender order or other inequalities directly, but rather mediated by calls to
participate in demonstrations or squatting activities. But discussing the possibility of
challenging male dominance in Punk Rock bands by introducing a kind of quota of women —
as practiced by the band RVIVR —, the “self-made-man” refers to musical quality as the only
legitimate criteria of choosing support bands.

T: For example RVIVR, as far as | know, they asked the booker to book support bands in which
a women or a homosexual person plays an instrument.

Q: That is complete nonsense, from my point of view.

T: Definitely!

Q: Somehow, because they should look for good bands or young bands that need a gig, and
not for a specific gender.

Instead of seeing the “quota” as a possible feminist action, the musical practice is
presented as gender-neutral (similar to the frustrations expressed on stage) and male-
dominance is traced back to punk-external factors. Therefore the “self-made-man” is not
interested in changing the gender order within Punk Rock. This is also related in the
understanding of do-it-yourself as a kind of ethic of hard work. Musical quality and success
(that is seen in playing many tours and shows) must be achieved by one’s own initiative. It is
(implicitly) denied that gender is a structuring order of gaining reputational positions within
the Punk Rock scene:

T: But that is how it works. Many bands have connections because they invest a lot of time
and come around a lot. From nothing nothing comes. All the work you invest will be rewarded
sometimes.

Furthermore, against this claim, to play Punk Rock concerts musicians often use expensive
and professional music equipment that contradicts this symbolic claim of a low-budget
minimalist attitude. Also, these instruments can be described as masculine status symbols.
However, Punk Rockers have invented strategies to bridge this gap between symbolic claims
and material practices. They decorate their instruments and especially the instrument’s cases
with stickers of other punk bands and/or with political messages as a way to integrate the
professional instruments into amateurish punk contexts. DIY appears to be a symbolic attitude
that many bands rather perform on the surface of their instruments. It seems to be an
obligatory symbolic reference, necessary to fit into Punk Rock venues to play as many concerts
as possible.

To sum it up, regarding musical practices and the conception of what is “success”, the
“self-made-man” privileges musical quality over political impact. Although gender inequality
is reflected as prevalent within the Punk Rock scene, musical practices themselves are not seen
as a possible point of action. Rather they are described as gender neutral, mainly in comparison
and distinction from so called “tough” genres. It is some kind of hard work necessary to
achieve a prestigious position. And it fits to this conception that then a kind of “quota” is not
a (legitimate) way to reach this position. This implicates that those who take advantage of the
quota do not invest the same hard work or reach the quality of other bands.
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The activist: punk rock and DIY as a /‘arf pour la révolufion

The second interpretation of DIY criticises this position. DIY should be inherently political. It is
described as a network that should revolutionise society and should not be there to benefit a
few people:

A: To be honest, DIY is not a threat for the society when [name of the band] plays in a squat
and is in a small van on tour in Europe.
S: Yes, then DIY means that this band comes around, but that’s it.

Punk Rock is not understood as a practice to gain a prestigious position in the musical field,
but as a practice to change society. And in contrast to the “self-made-man”, the “activist”
does not exclude musical practices from this claim. Music is not (only) a medium to spread
political beliefs and initiate actions, but seen as political action itself. Thus, the “activist”,
connects musical practices and performing on a stage as political acts and therefore as
potentially emancipative. One of the aims is to change the gender-order within Punk Rock and
in society as a whole through musical activism:

E: Well, all the bands like Limp Wrist and so on. In my view they can be seen as the queer or
gay equivalent to the riot grrrl movement. They say: ‘we are here and we are present and we
muddle in your fuckin’ heteronormative matrix!”

In this practice masculinity is questioned as the dominant gender. The relevant criterion is
political activism and the potential for emancipation, while musical quality is (symbolically) not
relevant. The practices that are referred to here can be described as a means to occupy a place
that is otherwise mainly reserved for straight white males. The (straight) male domination in
the Punk Rock scene is questioned and its reproduction disrupted. The act to go on stage and
to perform alternative, e.g. queer, identities is seen as a way to actively change the order of
gender and sexuality in the Punk Rock scene and beyond. This quality of musical practices is
put in the foreground and more relevant than the sound and “quality” of the music. Music is
not only a medium to spread political views, but a realm for political activism itself.

Resume: ambiguities in punk rock

| have shown in the first part of my analysis that Punk Rock is not defined by some music-
inherent features but the result of constant boundary work processes. These boundary work
processes are strongly connected to gender constructions. A progressive masculinity
construction is related to Punk Rock, mainly constructed by the demarcation and devaluation
of so called “tough” genres. However, while Punk Rock is defined as progressive and anti-
sexist, the related model of masculinity also builds upon the symbolic exclusion of women. A
central point here is that gender-inequality is not seen as grounded in the musical practices.
But there is not a uniform gender construction privileged in Punk Rock. Also within Punk Rock
there are struggles about what DIY and musical practices as such mean. Within Punk Rock,
gender order is challenged by an understanding of musical practices as political and
emancipative acts.
Still, the construction of masculinity in Punk Rock is bound to practices that produce the
exclusion of marginalised gender constructions due to their masculine connotation. The ‘
“serious games among men” happen more subtle under the surface of a pro-feminist _
discourse that only partly finds its counterpart in practices. This shows that this pro-feminist
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discourse has certain effects. But besides this it is apparent that the symbolic reference to anti-
sexism can paradoxically also be seen as a resource in the “serious games among men”.
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2.7. “Fallen fallen is Babylon”. Polish punk rock scene
in the 1980s

Piotr Zanko'

Abstract

The 1980s were in Poland a time of crucial changes occurring in society. It was when Solidarnosc,
a trade union and a democratic opposition movement, emerged, and when the communist regime
introduced martial law to stop democratic transformation. Poland faced economic crisis and almost
a million of its citizens chose emigration, both because of economic and political reasons.

In the background Poland experienced then an extraordinary boom for rock music. It was also a
time of huge popularity of punk rock — crude, uncompromising music. In my article | want to bring
nearer a production of chosen bands of Polish punk rock music from the 1980s, among them
Dezerter, TZN XENNA, Brygada Kryzys, Smierc Kliniczna, Siekiera, Moskwa. | will focus especially
on selection of the lyrics of these bands. | will show how these bands criticized the social reality of
that time, and what alternative visions they created in their artistic production. After Stephen
Duncombe (2002), | assume that Polish punk rock music in the 1980s was indeed “a haven in a
heartless world”, a way of escaping from politics, as well as a means to set free a feeling of
discontent with dull reality, but on the other side it created, in spite of the censorship, some kind
of a “free space”, a place where new language and new meanings could emerge, as well as where
communities might be built.

Keywords: Polish punk rock, cultural resistance, DIY, communism

Poland after World War Il became a satellite country of the Soviet Union, but in the 1980s it
experienced important social changes. The growing economic crisis caused by extravagancy
of Edward Gierek, who governed Poland as a first secretary of the PZPR (Polish United Worker's
Party, a party that ruled Poland from 1948 to 1989), caused the emergence of Solidarno$é
(Solidarity). Built in Gdansk shipyard, it was a first independent trade union in communist
Poland, and at the same time one of the most important centres for democratic opposition.
The emergence of Solidarno$¢ brought about an astonishing boom in Polish rock music and
materialization of punk rock, new uncompromising form for musical expression. Although the
period of “carnival”, how the tremendous time of legal Solidarno$¢ was known, lasted only
until the government introduced martial law in December 1981, Polish underground music
continued and productively developed its “spaces of freedom”. It appears that rock musicians
criticized the government and distanced themselves from the conservative “Solidarno$¢”, too.
It may be seen in the first version of Dezerter’s song “Half-baked generation (analyzed below)
which in English translation goes as follows: “There’'s no hope, no future, either in the party,
either in Solidarno$¢” (Grabowski 2010, p. 8-9).

! University of Warsaw, Poland.
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In this article | refer to the produce of some most renowned Polish punk rock bands of the
1980s. Using an interpretative analysis of the cultural texts (McKee 2006) | will demonstrate,
on the basis of the lyrics, how the bands such as Dezerter, TZN XENNA, Brygada Kryzys, Smier¢
Kliniczna, Siekiera and Moskwa criticized the social and political reality of these times and
what kind of alternative visions they created. While choosing particular songs | tried they were
of semantic and stylistic variety. All the songs come from the early 1980s. | regard punk rock
music as a form of cultural resistance, which “...is used consciously or unconsciously,
effectively or not, to resist and/or change the dominant political, economic and/or social
structur” (Duncombe 2002, p. 5).

But before the analysis itself, | want to say few words on the genesis of the Polish punk
rock music.

The beginnings of punk rock in Poland

Although the zenith of Polish punk rock took place in 1980s, the beginnings of this
(sub)culture may be traced back already in the 1970s. The Polish public discourse witnessed
first mentions of punk rock in 1977. According to Remigiusz Kasprzycki (2013, p. 113) Polish
youth learned about this revolutionary current in rock music from: official press that was
mostly hostile to punk rock, western music magazines (despite the fact that they were almost
unavailable and written in English which was not commonly known as it is today), Polish Film
Chronicle — a newsreel shown in cinemas prior to the film, Polish radio (punk rock was
occasionally broadcast on Channel 3), western radio (for example Radio Luxemburg),
accidental visits to Great Britain — the motherland of punk rock, and local exchanges of long
plays, very popular in Polish cities. Such exchange offered not only a possibility to buy western
music, but also was a place of real swap of information and thought and therefore served to
materialization of certain cultural communities around music (Kasprzycki, 2013, p. 123).

One of the first punk rock bands in Poland was Deadlock, founded in Gdansk in 1979 (Lizut
2003, p. 49). In 1981 the band recorded their only LP “Ambition”. Thanks to the French
journalist Marc Boulet, it was published in France by Blitzkrieg Records in the same year. Boulet
was a punk rock fan, who travelled across Eastern Europe and searched for bands that could
not get through to the western music scene, for obvious political reasons. It is worth
mentioning that Boulet published this music without legal permission of the artists. It was the
case of Deadlock, as well as other punk rock band, Warsaw-based Kryzys, which did not
authorized Blitzkrieg edition until this day (Chosinski, 2012).

“Ambition” was actually published in Poland twenty years after its initial edition, in 2003.
It is a mix of postpunk, reggae and ska. Its crude, uneven rhythm of percussion, crude unturned
guitars, singing out of tune, together with poor sound realization, give the album a strong
garage character. The most renowned piece from it is “Ambition”, that takes a lot after
reggae. Its lyrics warn in simple words against consequences of looking for prestige and fame
which the author of the text perceives as something sacred, a kind of modern (today we would
say: postmodern) religion: “Ambition, it's your fucking religion, ambition is your god. Your
ambition kill you baby”. Deadlock seized to exist in 1983, so it did not continue long at the
underground scene.

As Robert Brylewski, a legend of Polish musical underground and long-time leader of
Kryzys, later Brygada Kryzys, brilliantly pointed out, what Deadlock did was “a spark thrown
on a flammable material” as “the punk wave moved from Gdansk and covered the whole
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country” (Lizut 2003, p.49-50). The songs of Kryzys: “Television”, “Star wars” or “The Dolls’
valley” entered into the Polish rock canon. In the same time KSU was formed in provincial
Southern-Eastern Poland, a band that soon became a legend of Polish punk rock. The punk
rock was also promoted during Jarocin Festival — an event that every year gathered thousands
of rock fans. It was the biggest rock festival in Eastern Europe, and it took place even in 1982
— half year after introduction of martial law in Poland. It witnessed many punk rock
performances made by Dezerter (primarily named 5520, after Soviet missiles), Siekiera, Smier¢
Kliniczna and Moskwa (Lesiakowski, Perzyna, Toborek 2004, p. 14-37). The selected lyrics of
these bands, together with the lyrics of TZN XENNA and Brygada Kryzys, are analysed in this
article. All of the aforementioned formations were created in the early 1980s, some of them
are still active (Dezerter, Moskwa, Brygada Kryzys, TZN XENNA).

“Our world”

Most of the texts of the punk rock formations from the 1980s relate to existential problems
of the young. One of their topics is the alienation and loneliness in the world of the adults,
which the young perceive as “the world of apparent, archaic and unrealized virtues” (Peczak,
Wertenstein-Zutwaski 1991, p. 264). Such a vision is manifested in the lyrics of “Grey reality”,
song by Dezerter. The leitmotiv of this text is the inner emigration that constitutes a tool of
contestation, and rebellion towards the alleged “grey reality”. Furthermore, the lyrics creates
a space of independence and freedom: “I don’t need you, wanna be alone. Leave me alone —
get the fuck of! | have what | have, | want what | want. Leave me alone — Get the fuck of! |
don’ t think as you do, I'm not what you are. | don't give a damn about your thoughts nor
dreams. This grey reality, your reality. | don’t give a damn. Get the fuck of! | don’t give a damn
what you think of me. Get the fuck of! | want my own life. Leave me alone, don’t want your

1

stupid advice. | won't do you any harm, just wanna be alone!”.

In this song the resistance consists of escape from the grim world of the adults, whereas
another production of this band, titled “Brothel”, indicates also its direct opposite: different
character of the young, manifested with irony, unconventional look, lack of humility,
susceptibility to conflicts and eager questioning of social roles. “I am stupid and fucked up.
Wearing earrings, all messed up. They complain ‘bout me a lot. So | Cash with them All Day
long. [...] Won't be working in any office! Wont’ be wearing any suit! Won’t be going on the

i

buses! Nor work only “'cause it's my lot'! [...], Mother, father, | am different. Will you beat
me up for this? My brain is swollen, I'm fucked up! Like a beast | feel nothing. | only wander
and consume. | think nothing, | do nothing. My brain is all messed up! They don’t like me. |
incense or frighten people. They want do me lobotomy, as I'm abnormal for them! Yes, I'm
all the wicked idler”.

The world shown by Polish punk bands is the world where there are no perspectives. It a
repressive, schematic world that is lacking feelings. This pessimistic and decadent feeling fills
“Dark room” by TZN XENNA and “Half-baked generation” by Dezerter. The “dark room” of
the title in this first song may be seen as a metaphor of the gloomy world that young people
struggle with every day. Although sometimes the door of the room opens and a little bit of
light (metaphor for hope) comes in, it is soon cut by the “dark lords” (those in power): “Dark
room, closed room, dark walls, dark sky, dark people, dark earth, dark around, you see
nothing. Somebody cried: Open that door!, but the dark lords won't let it. There’s no day, no
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night — all we know is this dark world. Sometimes a small ray of light comes in, then you see
how dirty is our room, but soon the door gets closed, shut with the heavy boot.”

Meanwhile Dezerter shows in its lyrics the feeling of being a lost generation that dominated
among the young in the 1980s. All the attempts to change the social world was buried and
the young were left with their frustration and a feeling that they are a members of the
bankrupt generation: “No satisfaction, too much frustration. This is my generation. No aims,
no future. No hope, no freedom. We're half-baked generation. [...] You wanna fight, wanna
change something, wanna stamp out all the evil. There’s no chance, All is gone. Your
generation will be over. Half-baked generation. [...] You watch TV, you know what the crisis
is. Iran’s war, Western gold. Your future is destroyed. Your generation is lost. Half-baked
generation”.

In punk rock lyrics the emphasis is also put on the schematic and mechanic character of
the society. “Standardization” of Smier¢ Kliniczna manifests that this world is lacking feelings
and spontaneity, and reminds the vision of Aldous Huxley’'s “Brave New World”. The band
sings about automatic procreation and masturbation, automatic sexual relations, children
behaving like perfect machines, synthetic dreams that are shown on TV, programmed nerve
impulses, and encrypted conditioned reflexes. This terrifying vision of the soulless world
encounters in the song a opposition in a recurring lines: “Yes, I'd like to move beyond the
schemes, do something against the plan. | cannot, they won't let me. Human machines under
remote control.”

Despite all the dullness and cruelty of the world manifest in punk rock lyrics, in some of
the text we may find certain elements of hope. In “Fallen, fallen is Babilon” Brygada Kryzys
forsees the decline of this totally repressive reality. Babilon is a symbol of the system that
represses people (in Polish context may be identified with communist regime), but it cannot
win with the love people have in themselves. Love is a remedy, love sets people free: ,Fallen,
fallen is Babylon. [...] And the wall of Babylon is fallen. Love is the shelter, love is the key. Love
is all creation. Reality is living free. Love is our liberation. Fallen, fallen is Babylon.”

As the 1980s are the a climax of military competition between the capitalist West and
Soviet-controlled East, a time endangered by the nuclear war and holocaust, those topics are
present in the analyzed lyrics as well. “Atomic holocaust” by Dezerter is blaming politicians
on both sides for the arms race: “We need more arms. We cannot let them outrun us. New
atomic bombs. They make the Earth smaller. They build new atomic bomb. They build new
neutron bomb. More brand new missiles. Scoundrels of West, scoundrels of East. Atomic
death comes from both sides, atomic death is on both sides”. Moskwa recorded “Light” in
which similar apocalyptic vision is articulated. The band emphasizes tragic consequences of
the atomic bomb and the fact we cannot defend ourselves from its devastating power:
“ Atomic light kills children’s sight. Bodies are quiet and covered with blood. Atomic light
squeezes the brain. Bodies are quiet, one step from death. Bombs, mines, weapons and tanks.
It's history now! Atomic explosion, atomic cloud. We can't protect ourselves!”

This rhetoric is present also in a song by Siekiera titled “The war is coming”, probably the
most warning in the Polish punk rock music. It manifests an apocalyptic poetics that refers in
the suggestive visions to Hieronim Bosch’s paintings, and visualize the coming of a slaughter:
“Warm human blood is covering the stairs. A gnome pulls woman'’s dead body — that is what
he likes. Oh, my god! Just look at this! Death and blond is everywhere. War is coming. War is
coming. Slaughter’s coming. A head lays on the field and there’s a rat’s corpse. An insect rapes
a crocodile. A dog bites a monkey. The war vampire is close. War is coming. War is coming.
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Slaughter is coming.” Perhaps in a less psychodelic or even less poetical way, but still with a
force Brygada Kryzys sings about war consequences in their song called simply “War”.
Extermination, pacification and pillage are some of the most typical characteristics of the war
in this song. In the lyrics blame is put on paranoid visions of politicians: “War! The slaves are
marching. War! They'll hunt for you. War! They'll kill you! War! They'll exterminate you.
Paranoid halucinations. Political degenerations. War! They'll be invincible. War! They'll burn
and rob you. War! They'll destroy your house. War! They'll pacify!”

In the analyzed lyrics there is also a critique towards the national institutions. In “Education-
copulation” of Smieré Kliniczna Polish educational system is being condemned. School is
shown as a place that does not allow for independent thinking nor interest in the world. It is
permeated with vulgar knowledge, conformism and discipline. Teachers treat youth with
contempt, while all the independent reflections are laughed at. Smieré Kliniczna sings: “If we
want it or not, we know everything by heart. Professor likes it. Education-copulation. We don't
think anything new, ‘cause headmaster would be screwed. Discipline and order. Education-
copulation. They don't believe what they hear. But still everyone agrees. And for better notes
proceeds. Education-copulation. [...] Those who suck up to the teachers. Get promotions,
privileges. That's our life till its end. Education-copulation. [...] We want to know something
of life. But professor keeps us in dark. Bastards, morons, bandits. Education-copulation. [...]
We're slaves at school. Our brains are drilled. Get lost with such education!” The recurring
~Education-copulation” suggests that learning in Polish socialist school is a ,, mechanic fucking
bullshit”. Such form of education may only destroy young brains: “Our brains are drilled with
this stupid edu-fill.”

While Smieré Kliniczna criticizes school as an institution, Dezerter in , Ask the militia man”
(in socialist Poland the police was called Milicja Obywatelska, MO) mocks this repressive force.
The Poles perceived Milicja as a means to sustain communist regime for it took active part in
pacifications of demonstrations in the whole country. Its most brutal force, and therefore most
hated by the society, was so called ZOMO. People dubbed it “a beating heart of the party
(PZPR)". Militia man is a figure that Dezerter is ironic about in their song: “Which way is right,
according to law and order? Who leads me to happiness and praiseworthy duties? Ask the
militia man. He'll tell you the truth! Ask the militia man. He'll guide you through! [...]  wanna
get to know the world. But | don’t know how. Who will help me? Who will show me? Ask
the militia man. He'll tell you the truth! Ask the militia man. He'll guide you through! [...] How
to become perfect? Manly, handsome, strong? Which way should | go? And remain unspoilt?

K

Ask the militia man. He'll tell you the truth! Ask the militia man. He'll guide you through

,10 the future”

Of course, this analysis of lyrics deals only with part of production of Polish punk rock in the
1980s. In this article | focus on showing the most recognizable bands and the topics present
in their texts. The analysis demonstrates nevertheless that Polish punk rock in the 1980s was,
as a form of cultural resistance, what after Stepehen Duncombe (2002, p. 5) we would call “a
haven in a heartless world”, an escape from politics and a way of liberating the discontent.
The social world manifested in these texts is grey, dull, dark, brutal, schematic. All the attempts
on spontaneity or creativity are repressed. It is also a world without future nor perspectives for
better time. In this world inner emigration is one of the strategies of survival. What is more,
this world lives in the edge, is threatened by war and even by an atomic holocaust.
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But on the other hand, despite the censorship in communist Poland, punk rock created a
kind of “free space” (after Duncombe 2002, p. 8), where new language and new meanings,
as well as a cultural community, were born. Many of the analyzed texts are filled with
metaphors. “Babylon” and “Dark room” are symbols of repressive system. There are also
blasphemic comparisons: education — copulation, or irony (as in “Ask the militia man”). Some
of the lyrics may be easily called poetry (“War is coming” of Siekiera) which is a challenge to
the common notion of punk rock as a simple music accompanied by screams. Polish censorship
was often helpless when dealing with metaphoric, ironic, poetic forms of punk lyrics. It is also
worth mentioning that the omnipotent censorship institution was one of the means of shaping
the punk rock lyrics with all their veiled meanings.

Although the analyzed punk rock lyrics are already 30 and more years old, they did not
actually become out of date. Despite the fact that in 1990 communist Poland seized to exist
and the country started its democratization, soon a new kind of repressiveness appeared —
“neoliberal Moloch”. A new, this time colourful not grey, Babilon gradually “commodifies”
all the aspects of our lives, developing a myth of “brave new world”. Dezerter in 1993
recorded a new version of their song “To the future”. In the 1980s its lyrics was a mockery of
socialist propaganda: “Our dear brothers, cherish your lives. Cherish them with us! Like steel
in blast furnace. [...] Let's do it together. Unite all our forces. Your country waits for you, my
dear comrade!” In new version the lyrics changed to mock the capitalist propaganda: “Our
dear brothers, cherish your lives. Cherish them with us! How to gather capital [...] Let’s do it
together. Unite all our forces. Your country waits for you, my dear capitalist.”

Summing up, | would like to state that Polish punk rock music was indeed anti-systemic,
but not only in a political sense. This subculture should be rather treated as a form of a
generation rebellion. | would suggest that punk rock was a “third force” in Polish opposition
— contesting both the regime and the main democratic opposition organization — Solidarnosc¢.
Its characteristics is not a mere political revolt, but rather a discontent with the worlds of the

adults.
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3.1. Independence or death: alternative music in the
Brazilian 80's

Tereza Virginia de Almeida’

Abstract

The '80s are mainly known in Brazil as a period of transition between dictatorship and democracy.
From the late '70s on, the artistic scene changed because of the emergence of new attitudes in
regards to the production and circulation of cultural artifacts. The phenomenon manifested in
literature, drama and music. Homemade poetry books sold in bars and restaurants, collective
cooperative drama companies and independent musical labels are some examples of such cultural
phenomena, creative counterparts to both the cultural industry's economic challenges at the time
and to the political complexity associated with the experience of dictatorship.

This paper - the title of which ironically references the sentence purportedly spoken by Dom Pedro
when he proclaimed Brazil's independence in 1822 - aims to address a phenomenon that appears
in the 1980's: the independent music labels. Both a response to economic restrictions in the record
industry and an artist solution challenging the aesthetic patterns imposed by the major label,
independent labels are responsible for both the appearance of sophisticated artists on the music
scene and the emergence of product that was able to confront the cultural industry's serialized
musical output.

Artists and bands who took part on what is known as the “vanguarda paulista,” as well as Grupo
Boca Livre in Rio de Janeiro, invented a new track to success that precipitated the emergence of
several independent labels throughout the country.

Keywords: alternative music; Brazilian culture; independent label; aesthetic

The '80s are mainly known in Brazil as a period of transition between dictatorship and
democracy. From the late '70s on, the artistic scene changed because of the emergence of
new attitudes in regards to the production and circulation of cultural artifacts. This
phenomenon was manifested in literature, drama and music.

Homemade poetry books sold in bars and restaurants, collective cooperative drama
companies and independent musical labels were some examples of such cultural phenomena.
In fact, they were creative counterparts to both the cultural industry's economic challenges at
the time and to the political complexity that was associated with the experience of the
dictatorship.

My title references ironically the sentence purportedly said by Dom Pedro when he
proclaimed the Brazilian independence in 1822. Indeed, it aims to address a phenomenon that
appeared in the 1980’s: the independent music labels. This phenomenon is responsible for the
current existence of an entire musical tradition which could have been impossible without the
gestures of the generation that decided to challenge the power of the majors and to find ways
of taking responsibility for the production and circulation of their music.

" Federal University of Santa Catarina, Brazil.
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Both a response to the economic restrictions in the record industry and an artist solution
challenging the aesthetic patterns imposed by the major labels, the independent labels were
responsible for both the appearance of sophisticated artists in the music scene and the
emergence of a product that was able to confront the cultural industry's serialized musical
output.

Artists and bands who took part on what is known as “vanguarda Paulista” (Paulista avant-
garde) in Sdo Paulo as well as “Boca Livre” group in Rio de Janeiro, invented a new track to
the success that precipitated the emergence of several independent labels throughout the
country.

Therefore, one decade before the appearance of the compact disc format, Brazil was able
to witness an avalanche of creativity due to the emergence of groups of artists that decided
to get rid of the industry dictates and finance their own music.

Then, in the mid 70’s the majors started an ostensive movement to incorporate the so
called "garage bands”, which were considered a form of low-cost investment by the
entrepreneurs. These bands did not demand any investment in musicians and arrangers. Their
work was ready for sale since they came out with their own identities and ready repertoires in
which simplicity was the rule. This easiness explains the boom in the 80’s of what has been
acknowledged as the national rock, most of which was originated in the garage bands.

On the other side, the independence was defended mostly by musicians of solid musical
training who tried to produce their musical products cooperatively and resist to the patterns
imposed by the dictates of the majors. Still, the refinement of their work did demand a certain
investment, which was an opposite feature in comparison to the garage bands. At least, their
work requested time and, consequently, it could not be produced and consumed as fast as
the national rock.

However, some of those very musicians also recorded albums through majors, especially
when it could be done with no kind of cooptation. This was the case of Arrigo Barnabé’s
second album: Tubarées voadores. It was released by Ariola, but it did maintain its aesthetic
coherence to what the artist had shown in his first album, Clara Crocodilo, which had been
independently released. In this specific case, one can say that the independence gesture
defined the aesthetic patterns which were respected by the major. The negotiations could not
have been coherent with Arrigo’s interests if he had released the first album through a major.
The independent gesture had the function of conquering a public, defining a style and shaping
an aesthetic pattern outside the cultural industry’s immediate commercial interests.

The example above testifies a relation of complementarity more than of contradiction
between independent and major labels. As Marcia Tosta Dias asserts, the independent labels
can function as means for testing musical products, so that the majors can make safer
investment choices (Dias, 2008, p. 129).

It is not difficult to realize that in certain cases the imposition made by the major in the
negotiation with an artist who was already independently established could have led to
negative consequences. There could have been a reaction from the public that was already
identified with the marginal form of distribution and with some characteristics of the work. In
certain cases, for example, even a change in the magnitude of the concert halls could have
pushed the public away.

If one considers the title of this conference, Keep it simple, make it fast, it is important to
observe that the independent musicians in the Brazilian 80’s were not seeking a simplification
in terms of the musical patterns applied, but quite the opposite. However, this generation did
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express a desire for keeping it simple and making it fast when they decided to take both the
stages of production and distribution of their musical artifacts in their own hands.

The independents were reacting to a complexity in the very cultural industry. The process
of recording music was getting more and more artificial, but at the same time it became
extremely rational in order to respond to the demand for serialized production. This meant,
for example, the emergence of a collective creator for the mass product that was the result of
the work carried out by a group of professionals responsible for the social production of the
song more than the expression of an artist (Dias, 2008, pp. 72-73).

It is not difficult to imagine what this superposition between mass culture and music meant
to a generation of musicians that had grown up listening to the sophistication and challenges
of Bossa Nova and Tropicalismo. They could not passively accept to see their creations being
excluded from the cultural industry by products like the ones coming from the boom of the
dance music and other mass products originated from North America. For the independents,
their generation was not only confronting an economic crisis but a political question, since the
mass culture was being clearly orchestrated by the American imperialism.

At the same time, this generation had learned not to discard the importance of some
elements that were mainly exploited by the cultural industry, such as the language of the pop
culture. Actually, this was a lesson already learned from the tropicalistas, who did take
advantage of the scenic and visual demands created by the television as a main media for the
music distribution. In the same way, the relationship with the musical cultural tradition, the
inscription of styles and references taken from the past as one can find, for example, in the
works of “Grupo Rumo” and “Premeditando o Breque”, and even in “Boca Livre”, are also
features that had already been shown by Tropicalismo.

This form of reaction to and within the cultural industry is part of what Luiz Tati calls a
“force of permanence”, which corresponds to something that can be recognized even inside
the majors when working, for example, on the emergence of local and regional artists. It
occurs despite the pressure presented by the demands of the cultural imperialism on the
predominance of the North American musical patterns (Tatit, 2004, p. 232-233).

Therefore, it is possible to state (especially about the Paulista avant-garde) that the
independents from the 80's found a way of following the tropicalistatracks and that they had
to do it outside the majors, which were committed to the treatment of music as a mass
product.

The claim for independence from the market dictatorship was also a claim for cultural
independence, a response to the demand for the Brazilian musical tradition continuity that
had been producing remarkable artistic responses to what happened in the country. In fact,
the musical works accomplished by the 7ropicalistas and also by Chico Buarque de Holanda,
as well as the singer Elis Regina’s ones are good examples of this response. Despite the
constant confrontation with the dictator’s censorship, they all counted on their musical label’s
investment for the production and distribution of their records.

The independents from the 80's were a direct consequence of changes in the very
organization of the musical labels, of the cultural industry complexity and of the economic
crisis that had transformed the mass music into a pattern from which any musical
sophistication would turn out as a challenge to the ears and to the market laws as well.

Fifteen days before her death, Elis Regina, who was considered at the time one of the best
Brazilian singers, gave a long and last interview on TV. It was January 5" 1982 and Elis spoke
about her dissatisfaction with the cultural industry. She complained about being only a number
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in the middle of a big machine: “The record label thinks that the product is the record, not
the artist”, she said. At a certain moment of the interview she answered specific questions
about the independents addressed to her by Maria Rita Kehl. Did she know them? Why did
not she record one of their songs? Her answer was clever: in her own words, she made clear
that the power of the independents was in being free from the type of weight a name like
hers would impose to their songs. They needed to remain marginal since there, in the margins
and outside the cultural mainstream, their power of contestation could be more effective. “Let
the madness free”, she said enthusiastically about the independents’ experimentation. In her
opinion, if she recorded a song by Arrigo Barnabé, she would be diluting the counterculture
inside the official culture. For her, the most important fact was that the independents had
built a space where she did not feel allowed either to invade or to eliminate through its
incorporation to her own career (http:/www.youtube.com/watch?v=ax-p-Zr8cyqg).

The political character of Elis's own musical career is unquestionable: in the beginning of
her career she had denied going on being just a clone of another singer, because in her first
album she was supposed to mimic Cely Campello. Besides the search for singularity in her
style, it is important to stress that a considerable part of her repertoire is constituted by songs
which confronted the dictatorship, such as the renowned “O bébado e a equilibrista”, written
by Jodo Bosco and Aldir Blanc. However, it is possible to infer from her answer that by that
time she did not see any possibility of contestation coming from an artist whose music was
recorded by a major. The enemy now was not the censorship but the industrial machine and
its emphasis on numbers. The enemy was not the Brazilian dictatorship anymore but the

standardization of taste.

It is important to emphasize that the music produced independently had no predominant
style characteristics. However, it is impossible to deny that Arrigo Barnabé in Sdo Paulo was
the most radical example of the counterculture and of the kind of resistance we are trying to
address in this paper. Why do we consider him the most radical one? His music challenged
the ears through the inscription of atonalism, serialism and dodecaphonism. At the same time,
at the literary level Barnabé composed on lyrics made of narratives where characters of the
post-industrial society appeared. In “Diversées eletrénicas”, one of the songs quoted by Elis
Regina in her interview, the theme is the new fashion of the videogames in big cities like Sdo
Paulo. Besides, technology is also simulated by the very performance, since the high tonalities
in which the female vocalist sings fits into the building up of the post human world’s
atmosphere. Also, the human figure is substituted by mechanized stereotypical characters of
the metropolis: the office boy; Neide, a manicure and pedicure; the drunk in the middle of the
night as well as the girls from the streets, who seem like automatons in a megalopolis made
of concrete and other industrial materials.

Arrigo Barnabé released two albums in the 80's: Clara Crocodilo (1980)
http://www.youtube.com/watch?v=co17YM3fVWE and  Tubarbées voadores (1984)
http:/www.youtube.com/watch?v=bohaCWrzaGU. In both of them the titles allude to hybrid
figures: partly animal and human, partly animal and machine. Also, in both of them the
characters are threatening hybrid monsters within a sonorous atmosphere that mimics thrillers
and cartoons soundtracks. The humor is mostly demarcated by the playful and caricaturized
Arrigo’s narrative voice as it happens in the beginning of “Clara Crocodilo” (Clara Crocodile).
In this song the plot is revealed as a science fiction story that happens in the year 2000, when
an office boy sells himself to a multinational company and he is genetically mutated into a
hybrid creature. Or when Arrigo’s voice presents the threatening “7ubardes voadores” (Flying
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Sharks) using a voice that mostly resembles a narrator of those popular radio programs in
which crime and urban tragedy are the main ingredients.

This humor is even more stressed by the graphic designs where the use of the comic books
aesthetic is dominant. In the case of the second album, the songs were composed over Luiz
Gé's drawings who also signed the lyrics what turns the album into a sort of musical comic
book. In the humorous character of Arrigo’s work there is a clear inclination to a satirical
approach related to the post industrial world, since its colors and sounds are at the same time
incorporated and transgressed through mockery. Clara Crocodilo’s plot, for example, can be
easily read as a satirical and metalinguistic allegory related to the fear of having the very avant-
garde music mutated into a monster if it was sold to a multinational.

Arrigo Barnabé stopped performing for a long period, and the proof of the power of his
independent gesture is that in the last years he has been presenting the songs of his album
from the 80’s accompanied by younger performers. Independent from the commercial
demand for the consumption, Arrigo Barnabé’s albums have been inscribed in the canon of
the Brazilian alternative music and have been conquering the newer generations who still
listen to his work as transgressive and challenging to the contemporary acoustic patterns.
Given the mass media contemporary tendency to shorten even more the space for any kind
of aesthetic experimentalism, by transforming the musical experience into a sequence of an
easily recognizable formula, the avant-garde effect of Arrigo’s sonority tends to last for even
more time, being able to affect and challenge future generations.

Considering just Arrigo’s music is putting aside the power of his performances that were
accompanied by the vocalists and musicians, where the theatrical element was extremely
exploited. At this point, it is important to highlight that the music of the Paulista avant-garde
as a whole was conceived for the stage. Moreover, this aspect has a strong connection with
the valorization of the body as a means of communication and expression in the 80’s artistic
scene. It was a period when several collective drama companies appeared in the Brazilian major
cities. In fact, the body awareness had a significant role for the new groups that followed
Augusto Boal's experience with Teatro do Oprimido from the 70's. A good example of the
kind of group theatrical experience from the 80’s is the “Asdrubal trouxe o trombone” group
from Rio de Janeiro, which was created in 1974 and that was the pioneer in cooperative
production. As Heloisa Buarque de Hollanda notes, trying to reveal an “Asdrubal effect”, the
group intended to find creative alternatives for the absence of money for the productions, and
had the actor’'s body as the most important scenic mean. Also, it exploited a mixture of
languages with very distinctive origins, always searching for a significant connection with the
everyday reality of its own generation: “rhythmic, video, visual arts, choreography, rock, pop”
(Hollanda, 2004, p.9-11)

That was a time for the discovery of new ways for performing, and that can also be
identified in the importance played by the performances of the independents. If they were
sophisticated, high talented musicians who wanted to be differed from the mass products,
showing themselves alive was a must. Vania Bastos and Teté Espindola, for example, Arrigo’s
vocalists, proved in their performances that they could not only sing in very challenging vocal
regions, or be very precise in the most difficult melodic intervals: they could also dance at the
same time! Consequently, just like Arrigo’s strong scenic personality, their singularity could
never be reproduced.

Although Arrigo Barnabé can be considered as the most challenging independent from his
generation, it is important to say that the futuristic character of his work is singular in that
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context. The independent attitude certainly connected him in terms of production and
circulation to other artists, such as the ones from “Grupo Rumo” or his friend Itamar
Assuncao, to whom he dedicated a posthumous Cd, Missa in Memoriam in 2007. However,
Arrigo’s challenge to musical tonality certainly made of him the most radical alternative.

It seems difficult to think about the independents without asking about the physical space
they occupied, or where their presentations took place. In this sense, it is important to mention
a specific theater: the Lira Paulistana, a small theater in Sdo Paulo with two hundred seats
where most of the independents played for a public mainly composed by university students.

Inthe 80's, in Rio de Janeiro a special place for all kinds of alternative experiences appeared:
the Circo Voador. It was created by one of the members of the “Asdrubal trouxe o trombone”
group, Perfeito Fortuna. The circus was first built in Ipanema beach and later (where it is up
till now) in the bohemian area of Lapa, in Rio’s downtown. Nowadays, the circus is the stage
of big productions but throughout the 80’s many independent groups, including the ones
from the Paulista avant-garde, performed there at really popular priced tickets. They targeted
the youngest generation which was avid for new aesthetic experiences in a country where
there would be no democratic rights until late in that decade. If Arrigo’s music was full of
references to the postindustrial world, it is also important to emphasize the relationship that
the independents had with the musical past. Part of “Grupo Rumo's”
and the very way the group conceived the popular music had to do with a certain
understanding of the essence of the Brazilian song. “Rumo” explored the micro intervals
already present in the intonation of speech. One of the group’s composers, Luiz Tatit, is also
a semioticist who has theorized about the connection between the speech intonation and the
melody as the central element for a popular song efficacy.

According to those beliefs, “Rumo” was not creating something new but only radicalizing
what they considered essential in the work of popular songwriters like Sinh®, Lamartine Babo
and Noel Rosa. In 1981, “Rumo” recorded two albums: one dedicated to their own music and
the other one to the interpretation of those composers from the past (Fenerick, 2007, p. 110).
“Rumo’s”
possible through the group’s interaction with tradition. Their process of composition and
performing was an attempt to attain what they considered to be the essence of the song itself.

experience, for example,

songs surprised the most traditional ears for sounding like a speech, which was

At the same time, what can be understood as a simple process of composition was
presented through sophisticated arrangements where unexpected instruments were used in a
mixture of popular and erudite references, a strategy that can be recognized in other groups
at that moment (Fenerick, 2007, p. 111)

A similar relation with the past can be found in the work of the “Premeditando o breque”
group. Its name can be translated as “Premeditating the break”. Breque or break is a very
traditional resource in the Brazilian popular samba and it characterizes the “samba de
breque”. The “breque’ relates to the moment when there is a break in the music. In other
words, all the musicians stop playing, and during some compasses only the singer’s voice can
be heard. In most cases, the singer performs a speech taking advantage of its intonation and
rhythm. It is not without irony that the group from S&o Paulo used the resource, especially
because they were not exactly a samba group. “Premeditando o breque” performed rock,
marcha, choro and inscribed in its compositions and arrangements a lot of erudite references.
The samba “Brigando na Jua" (Fighting on the moon)
http://www.youtube.com/watch?v=sXQvlwpSr E, for example, starts with a citation of a
dodecaphonic piece by Anton von Webern (Fenerick, 2007, p. 125). In the samba lyrics the
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narrator meets a group of green creatures in the middle of a desert night. One of the breaks
is totally silent, since it is supposed to represent the narrator’s attempt to communicate with
the extraterrestrial creatures through gestural movements.

It is possible to perceive that the past is not denied for the avant-garde’s independents
from Sao Paulo. The past is inscribed, but most of the time it appears in a mixture with
contemporary erudite music or other popular musical genres.

It is also important to realize how much this praise for the past is related to the postmodern
aesthetics that turned out to be the major form of expression since the 80’'s in all kinds of
artistic expressions. It is easy, for example, to establish an analogy between what happens in
the song “Brigando na lua" and the citations of old styles that appear in postmodern
architecture; a Greek column or a clock from the XVIII century can appear through the modern
designs and materials. The postmodern seems to emphasize the idea that the present can
accommodate references from different times, including the past and the future with no
hierarchy, as if only the present existed in an endless praise for the artistic human archive.

However, not all the independents can be designated as avant-garde. In order to
understand this concept it would be important to remember a group from Rio de Janeiro:
“Boca Livre”. A vocal and instrumental quartet formed by Claudio Nucci, Mauricio Maestro,
Zé Renato and David Tygel, “Boca Livre"” released its first album independently in 1979 and
turned out to be recognized as a phenomenon: they sold one hundred thousand copies. Unlike
the independents from Sao Paulo, their sonority could not be characterized as a challenge to
the ears so that it could be defined as avant-garde. However, the refinement and the
dissonances performed in the vocal arrangements, the sophisticated lyrics and the quality of
the singer-musicians who sounded completely connected transformed the group in a singular
reference for the next generations.

“Boca Livre’'s” reaction to the musical statu quo, however, did not take place through
denial, parody or satire. Their reaction was carried out through the affirmation of their own
work where two elements called the attention: the poetic level reached by the songs and the
constant reference to a sonority coming from rural regions of the country, such as Minas
Gerais, which contrasted with the urban space where the group lived. This sonority was
reached through the presence of genres like “ moda de viola” and through the instrumental:
contrabass and acoustic guitars, among which was the 10- string quitar, or " viola cajpira”, a
traditional instrument characteristic of the folk music played in rural areas.

Many other groups and artists could be quoted in this paper. “Lingua de Trapo”, Itamar
Assuncao in Sao Paulo, “Cao sem dono” and the singer Clara Sandroni in Rio who, besides
dramatic interpretations, also sang the humorous compositions of his brother Carlos Sandroni,
whose style reminded the spoken singing of “Grupo Rumo’s” songs. However, the selected
examples seem to provide a sufficient picture of what the independents’ choice meant in the
Brazilian musical scene in the beginning of the 80's.

The very heterogeneity of the independent music scene testifies something that was very
difficult to be reached through a major: freedom. The independents were not only free from
the market laws. They were also free from any other kind of rule like the ones established by
coherent movement platforms. Their rule was to make the music in which they believed, the
music they knew how to make and that for most of them had cost years of training. While
the majors searched formulas for successful investments, the independents ran their works
with no formula in their hands.
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The independent experience also had the important role of bringing to the artists much
more awareness about the entire process involved in what they produced. In many cases, it
could help the negotiations with the majors. The next decades were characterized by political
changes, the appearance of the compact disc and later the rise of the Internet. Nowadays, the
artists can instantly promote what they are doing through the web. The technologies are being
increasingly dominated and there is a radical change going on in terms of the role the artist
takes in the process that goes from production to distribution. Despite the fact that anyone
can put music online, the independent sector is still responsible for much of the Brazilian
musical production that is considered of good quality. Nowadays, being independent may
have many different implications and meanings, but for the ones who still make this choice
out of a sense of quality preservation, it is not difficult to conclude that the lessons of resistance
were taken with the independents from the 80's.
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3.2. Underground politics: “I| am sure they know we
are not the devil's son and that metal is against
corruption” - heavy metal as (sub-) cultural
expressions in authoritarian regimes

André Epp’

Abstract

Can heavy metal be at all political? Different from the clearly recognizable political culture of punk,
heavy metal is often described as non-political and/or as a rarely "political pop culture”, although
different studies validated the political potential of heavy metal but not as an overall political
culture, and only in certain segments. Since heavy metal is a global phenomenon, the political
moment of the scene is not only limited to the western part of the world. For example the political
potential of heavy metal can also be found in the Middle East. Different to the European or
American heavy metal scene protagonists in these areas have to deal with different variations of
censorship and repressions against their cultural scene. Furthermore, the scene is characterized by
its deep rooted connection to the underground.

Keywords: Heavy metal, Social Science, Politics, MENA, Censorship and Repressions

The combination of heavy metal and Islam, or in other words, heavy metal in an Arab or Islamic
context, is unimaginable for a lot of people. The media have given the majority of the
population a mostly monolithic view of the Islamic world (terrorism, backward thinking,
unscrupulous rulers, etc.). This view of the Arabic and/or Islamic world in combination with
heavy metal is therefore surprising to many because for the majority population it seems that
both do not really fit together. People with long hair, black outfit, who consume alcohol and
drugs and who listen to loud, aggressive and unaesthetic music are mainly associated with
heavy metal. Thus, this stereotype point of view on heavy metal culture stands in clear contrast
to the picture people mostly have of Islam. In fact, the various countries and different cultures
which extend over an area from Morocco to Pakistan and Southeast Asia (such as Indonesia
and Malaysia), are diverse and differ from each other, e.g. religion, politics and music (cf. Le
Vine, 2009, p. 21). This diversity also includes young people who wear a Mohican haircut or
Gothic make-up (cf. Le Vine, 2008, p. 3).

Like other forms of popular music cultures, such as hip-hop, the phenomenon of heavy
metal spread in the MENA® countries in various forms, so that the thesis of Weinstein turns
out to be wrong. "[...] the pull of Islam seems to be strong enough, even outside the Middle

k University of Hildesheim, Germany.

? The term MENA stands for "Middle East and North Africa” and is mostly used in an academic or
economic context. Under the term the Middle East and the Muslim coined North African states are
subsumed. This area therefore extends from northwest Africa (Morocco) to Iran in Southwest Asia.
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East, so preclude metal from getting a foothold among Moslem youth” (Weinstein, 2000, p.
120). Nowadays heavy metal is a global phenomenon that first emerged in the UK, spread
across the U.S., Europe and the rest of the world which also affected the countries of the so-
called third world or threshold countries, e.g. the former states of the Eastern bloc, Africa and
also the Arab and Islamic world. The oriental heavy metal scene has recently grown rapidly. If
one is paying attention to the statement of Iron Maidens lead singer Bruce Dickinson, the
Orient will have a strong influence on the heavy metal music in the next ten years (cf.
Stratmann, 2010, p. 42).

As a result, it should not be surprising to find this multi-faceted music culture in all its
dimensions also in the MENA, from which one normally would never be expected to find a
vibrant and versatile heavy metal scene with diverse bands and a wide range of fans. In fact,
an exemplary documentary called "“Global Metal" (Dunn & McFadyen, 2008) and others such
as "Heavy Metal in Baghdad" (Alvi & Moretti, 2008) refer to the local scene but scientific
contributions as exemplified by Le Vine (2008, 2009), Hecker (2010, 2012) and Epp (2011) on
these issues represent an exception up to now.

The geographical extension of heavy metal in the MENA

The phenomenon heavy metal first appeared in the second half of the 1980s and early 1990s
in the MENA region more than a decade after the term heavy metal emerged to describe a
music style (cf. Le Vine, 2009, p. 12 and 21). Heavy metal music in Europe and the U.S. had
already flourished and the British band Iron Maiden which belongs to the "New Wave of British
Heavy Metal" registered commercial successes. Heavy Metal came with the globalization and
the economical opening (or rather the constraint of opening) into the MENA (cf. ibid., p. 13).
Parts of the Islamic world, as well as many people from the western world, only have a critical
point of view about the globalization and attest it as a negative impact on various phenomena.
Thereby, the reality is much more complex than these assumptions would suggest:
globalisation enabled a broader cultural liberalisation, communication and solidarity within the
region of the MENA, as well as between Muslims and the western world. Nowhere is the
"positive" potential of globalisation more apparent than in the media and the popular cultures
of that region. Globalisation for example, spread through satellite television and the growth
of international travel Baywatch and Britney Spears in the Middle East but also hip-hop and
heavy metal such as Tupac Shakur and Iron Maiden. A circulation of the heavy metal music
took place with the help of tourists, flight attendants, who spent their time during their stay
in the U.S. or Europe in (alternative) music stores or bars (cf. Le Vine, 2008, p. 6ff.) and the
international media exchange, the so -called "tape trading". Then, the music reached the
MENA in the form of physical sound carriers because mp3 files or hosting services for music
did not exist yet. Furthermore, heavy metal appeared with the phenomenon of the so-called
"youth bulge". The progressive youthfulness of a society — the disproportionate protuberance
of the demographic age pyramid (cf. Le Vine, 2009, p. 21ff.). Younger people wanted their
voices to be heard and found a medium in heavy metal with which they can express
themselves. Thus, the cultural consequences of globalisation have changed the musical
landscape of the MENA (cf. Le Vine, 2008, p. 10). The scene became bigger and bigger at the
beginning of the twenty-first century primarily through the spread of the internet and the
emergence of acquirable music software for recordings. The internet plays a significant role in
these regions for networking between the metal-heads and the distribution of their music.



3.2. Underground politics: “I am sure they know we are not the devil’s son and that metal is

against corruption” — heavy metal as (sub-) cultural expressions in authoritarian regimes 179

The internet possesses a special role due to the circumstances of censorship. It is
problematic and even risky for the local heavy metal scene to represent themselves as a metal-
head in public in some countries. In certain countries, especially in the MENA, listening to
heavy metal and/or its occurrence with its cultural codes is (un)officially considered a criminal
offense and its exertion is connected with repressions (cf. Epp, 2011, p. 347ff.). If their
followers want to participate and exchange with the scene, they need to find other/new ways
of communication to avoid any repressions. The fact that new media enables a more (or less)
secure exchange, networking and participation cannot be publicly dismissed. The possibilities
of new media are not only important for the connection and exchange with the heavy metal
scene outside of the MENA but also much more important for the networking within the
MENA. With the help of the internet they can connect with new people, promote legal and
illegal concerts in their region etc. Furthermore, due to the lack of public meeting points, such
as bars and clubs, where metal-heads meet, talk, party and exchange etc. the internet seems
to be a much safer and freer space where metal-heads can participate with and within the
heavy metal scene without fear. The heavy metal scene in the MENA differs in its structural
significance between the scenes in Europe and North America. For example, this implies the
before mentioned lack of bars and clubs, so that for example concerts rarely take place —
mostly in hidden places — so that the possibility of touring or playing concerts for bands is
really limited inside the MENA. The structures of labels also differ in the western part of the
world. One can rarely find small D.1.Y. labels, even finding bigger independent labels or major
labels as for example Nuclear Blast from Europe is impossible. Taking these circumstances into
account, the heavy metal scene of the MENA is characterized by a much greater connection
to the D.LY. spirit in its whole rather than the scenes in Europe or North America.

The heavy metal scene in the different countries of the MENA, seen from a superficial
perspective, share many similarities like censorship, repression, the historical background of
heavy metal in the MENA, the political system, the importance of the internet and the
connection to the D.L.Y. spirit. At a second glance, the differences show up especially in the
sectors of censorship and repression. Thus, certain strategies and experiences from one area
are not easily transferable to another heavy metal scene of the region. Experience has shown,
that each scene and the (external) circumstances in another country can be seen as unique
which are worth being discussed and considered separately (cf. Le Vine, 2009, p. 34).

Moral panics, censorship and repression

The MENA metal-heads have to deal with, according to the political system, highly variable
and very different types and forms of repression and censorship. This range varies from simple
stage bans to imprisonment and torture. In Egypt (1997), Turkey (1990, 1999) and Morocco
(2000), for example, metal-heads were arrested during several crackdowns by security police
and held for months because they were accused of undermining the foundation pillars of the
Islamic faith as well the public morality. Some spiritual (both Christian and Islamic) and political
leaders even demanded the death penalty for those involved (cf. Le Vine, 2008, p. 28ff. and
2009, p. 36ff.; Hecker, 2012, p. 82ff.). Turkish security authorities placed Satanism and heavy
metal temporarily on the same level as the activities of the PKK, and thought about
establishing an anti-Satanist task force (cf. Hecker, 2012, 107ff.). In Iran, metal-heads are also
arbitrarily arrested by the state executive and mistreated in prison. It is not uncommon that
their hair got cut off or even torn out violently by police officers (cf. Le Vine, 2009, p. 49ff.).
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The following excerpt from an interview with a band from Egypt could illustrate the
"criminal” potential of heavy metal: “l once got arrested with three other friends of mine (one
of them happens to be our other guitarist) only because we were wearing Black T-shirts and
head banging to an S.0.A.D. song in the street. See how criminal we were?”. Hecker also
confirms that in the Turkish metal scene the personal freedom is restricted on an extensive
dimension because of this constant fear.

The police continued to indiscriminately arrest young people with black clothes, long hair, and
tattoos. [...]. In addition to that, the police raided music shops and private homes, confiscating
magazines, CDs, and other items they believed to have satanic content. Out of fear being
arrested, most metal-heads temporarily avoided wearing black T-shirts or going out to bars
(Hecker, 2012, p. 101f.).

Thus, metal-heads are and have been in constant fear not only due to the police but also
to attacks from the public which is clarified by the following excerpt from an interview about
Hecker's study.

They shot at our [rehearsal] studio twice — with guns. While we were inside. [pauses]. Just
people from the streets. They heard the music and they knocked at the door. | supposed the
were friends, so | opend and | saw a man | didn't know. And | just shot the door. And he
knocked again, knocked again, knocked again. [...]. We played for five minutes, maybe less
than that. And there was a big bang. They were hitting the door with a crowbar or something.
We were shocked, not knowing what happened. But they couldn't open the door. So they
went. We were scared. And then they shot at the door and the windows of our studio and
we lay down (cf. ibid., p. 178).

These so called moral panics blamed heavy metal culture not only for undermining the
foundation pillars of the Islamic faith and the public morality but also made them responsible
for several suicides of young people in the late 1990s (cf. ibid., p. 23ff.). “A myriad of
allegations, lawsuits, and charges has blamed heavy metal for seducing youngsters into
Satanism, blasphemy, suicide, violence, sexual perversion, drugs and alcohol abuse” (ibid., p.
23). Those in power as well as the media justified the suicides officially by listening to heavy
metal music. From their point of view, heavy metal is a satanic practice and their followers
want to fan out with the help of the musical Satanism into society. “Turkish metalheads were
publicly perceived as an “army of Satan”” (ibid., p. 111). These ideas are primarily spread by
the media in society. Heavy metal followers are thus mainly confronted with the stereotypes
which are associated with heavy metal. These ideas and arguments are mostly taken up by the
media with enthusiasm and dissemination, as the following example from the Turkish daily
newspaper Zaman proves (cf. Hecker 2012, Le Vine 2008, 2009):

Crimes committed by Satanists snowball ... They worship the devil, perform ceremonies, and
sacrifice virgins. They drink the blood of animals and offer sacrifices to Satan in collective
rituals. They participate in horrific murders and suicides destroying all boundaries by rebellious
actions; sexuality plays a major role in this (Hecker, 2012, p. 95f.).

The moral panics, censorship and repressions illustrate that heavy metal is also a political
issue in the MENA, as in the western world. Since emerging towards the end of the 1970s,
heavy metal has been a political issue (vgl. Hjelm, Kahn-Harris & Le Vine, 2013, 3ff.; Wehrli,
2012, 61ff.). On the other hand one can question if heavy metal also includes political
potential in its expression?
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Political? Definition of political music

The difference between the political culture of punk and heavy metal is clearly recognisable
and is described as non-political and/or as a rarely "political pop culture" as told by Kleiner
and Anastasiadis (2011, p. 393). Statements expressed by both fans and bands say that heavy
metal is not political at all but just metal. Furthermore, its heterogeneity is considered as an
important argument against a political classification of its culture. Heavy metal has diversified
into a multitude of different genres since the beginning of the 1970s. This not only concerns
the different sub- or sub sub-genres of heavy metal, e.g. Death-, Black-, Thrash- and Speed
metal but also the different fan cultures. Thus, it is hard to speak of heavy metal as a compact
culture with a clearly political message. To understand the metal scene as a homogeneous
(sub-) culture seems difficult, if not impossible. The term heavy metal has been used since its
inception in the early 1970s as a broad label by the outside world to describe a large group of
otherwise diverse musical forms. Internally that diversity has always been acknowledged (cf.
Heinisch, 2011, p. 411), so that it is difficult to speak of heavy metal as a political movement
as a whole. Heavy metal can certainly be a location for alternative and subversive statements
and circulation of daily and historical themes demonstrated by Kleiner and Anastasiadis (2011)
in their longitudinal analysis which broaches the issue of war in heavy metal. They illustrate
that heavy metal could indeed be political mainly through reductive and plain phrases within
the lyrics on various issues. Therefore, it appears political and also has a politicising effect but
only in certain segments not as a macro-culture (cf. Kleiner & Anastasiadis, 2011, p. 396 ff.).

What can exactly be understood as political? If one takes a look at the definition of what
“political” exactly means, it would be problematic and one could have issues generally because
there is no accepted definition of politics. In “Lexikon der Politikwissenschaften” (encyclopedia
of political science), different definitions for the term “political” can be found (cf. Nohlen &
Schultze, 2004, p. 669ff.); herein, the question is raised on which political understanding the
later analysis is based on. It refers back to Nieland’s (2009, p. 33) opinion about politics which
is divided into three areas:

1. "Polity” refers to the formal dimension (the norms and institutional structure) and
understands politics as a framework.

2. "Politics” captures the procedural dimension; it focuses on the process, conflict
resolution and understands politics as a process.

3. "Policy” refers to the content dimension, thus the editing and treatment of social
problems and understanding of politics therefore as content.

Political potential of heavy metal in the MENA?!

The question of political potential in heavy metal has always been related to regions where
heavy metal is seen as something different but on a governmental level, not generally
prohibited. In Europe and the U.S. each metal-head, whether fan or musician, is protected on
a very basic level through the freedom of opinion and the right to freely express and develop
one’s own personality. This situation is fundamentally different in the various MENA countries
as shown (cf. Epp, Othmer & Masurek, 2011, p. 34).

In order to find out if there is any political potential in heavy metal music in the MENA, it
is important to take a look at the lyrics of the metal bands, if there is any message, attitude,
quotation or allusion to be found. Kleiner and Anastasiadis (2011) also did this in their study
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about the political moments of heavy metal bands in Europe and the U.S. The majority of the
bands from the MENA countries, e.g. Inner Guilt (Lebanon) or Massive Scar Era (Egypt) as well
as bands from other non-English speaking countries (Heaven Shall Burn and Sodom in
Germany and At The Gates and Arch Enemy in Scandinavia) write their lyrics in English which
make it easier for non-Arabic speakers to understand and analyse them. English language used
by the bands in the MENA can be seen, on a political level, as subversive because it arises from
western culture. In these countries Metal with all its cultural and moral impacts is seen by the
conservative forces as a metaphor for westernisation. English as a language is also used to
mask and lessen the significance of statements which are made in the lyrics. “Furthermore,
they increasingly prefer English over Turkish lyrics — due partly to political reasons, for the
Turkish police usually do not understand English” (Hecker, 2012, p. 62). It is difficult to find
explicit political statements on a textual level due to the danger and fear of censorship and/or
repression. This is illustrated by the song "Freedom" from the Egyptian band Massive Scar Era.
The song starts with the Narrator’s statement that she has not yet shaped her life according
to her own wishes and desires but has always attempted to meet the wishes and desires of
others. She follows and does everything one tells her. Suddenly she reflects her situation and
notices that she never lived her life up to her own views and conceptions. Thereby, if the
narrator refers to the rulers (powerbloc) or someone else who is criticised remains implicitly
since no counterpart is directly addressed. Nevertheless, it is clear that in the shown excerpt,
decisions of authorities are critically reflected; whether it is people in general or the autocratic
rulers is a matter of interpretation.

It can be mainly stated that in selected and analysed lyrics that no clearly marked criticism
about those in power is found. Those in power are not addressed directly; the statements stay
very general — the criticism is kept implicit and hidden. This should not be surprising at all,
regarding the outlined circumstances (repression, torture, etc.). The authors of the lyrics
cannot be blamed for the infiltration of the system through the statements in their lyrics
because of vague descriptions of anonymous enemies predominant within the lyrics, as well
as the desire for freedom and independence. Therefore, it is hard to find explicit political
statements in the lyrics of heavy metal bands from the MENA.

Semi-structured interviews were carried out by Epp, Masurek and Othmer (2011) due to
problems about ambiguity and hidden statements in the lyrics in order to find out whether
subversive potential is assimilated in them or not. The following results should be illustrated in
summary.

One conclusion is that the protagonists we asked concerning their lyrics and its expressions
all mentioned a critical attitude against the power bloc (those in power) or at least, they
mentioned a kind of socio-critical position. Parallel to this we also found an interesting
difference in the data whether heavy metal is seen as political or not. We found protagonists,
who see heavy metal definitely not as a political movement or with any bond to political terms
or messages. In their opinion heavy metal is not political at all, or if it is, than only in a very
small dimension. This should be underlined by the responses to the question “Do you consider
metal to be political?". Protagonist A: “Hell no man! Metal is Metal. It has always been this
way, although there are a lot of Metal bands who base their lyrical theme on the ugly politics!”
Interestingly, this group of people for whom heavy metal is not, or just in a small degree,
political, engages a socio-critical position in their lyrics and they see freedom (both the personal
and artistic freedom) as an important part of their lives which the band uses as a central part
in their lyrics. As explained, these people see metal without any political potential but on the
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other hand the same individuals focus on a critical attitude to their lyrics towards society and
above all, against the authorities. Protagonist A: “Our lyrics aren’t to be read as resistance
movement against anyone but to free one’s mind from these slanderous societies” [...] “Metal
is about freedom to choose a lifestyle not the way that these societies force you to live!!” [...]
“Qur lyrical theme explains the authority’s power against the poor and the weak”.
Furthermore, heavy metal for the protagonists is strongly connected with freedom which is
inherent in their point of view. Protagonist A: “We have a dear friend who described Metal as
freedom, and that is 100% true in our opinion”. “In our country we can't resist but we try to
survive against all those anointed religious parties who try to confront a genre which can free
people’s mind and lifestyle”. The critical moment apart from the governmental authorities also
includes religious organizations.

We also found out in the interviews that metal and not just heavy metal is definitely seen
as political as the following statements clarify: Protagonist B: “Not just metal, music in general.
Any type of music has the different political view, have message, some issues to discuss, have
society, that's why music is politics and that's why they try to forbid music to control the minds
and that's why the resistance use music to freeing minds”, Protagonist C: “A lot of bands took
that direction in writing, even when | started a side project it's going in that direction, so yeah
| can say that 70% of it is pretty much political”. These protagonists see metal, in particular,
as resistance against authorities and/or against authoritarian systems — against the rulers
(powerbloc). They also engage a social-critical position in their lyrics, which the following
statements should clarify: Protagonist B: “Against those who need to make mankind just
machines, those who need to control the mankind minds | think metal is world revolution”.
The music is clearly expressed here and its lyrics are targeted against those who try to control
others and to manipulate them to take their autonomy. The individual's autonomy here is
foremost. The individual wants to decide for himself about his life and does not want to be
patronised and restricted by governmental authorities, especially in his artistic freedom.
Protagonist C: “If it's resistance we're talking about, be sure it's against the government”. It
is not surprising at all that the protagonists of the heavy metal scene critically question the
corrupt systems (power bloc) against which in many parts of the MENA entire populations
have resisted in the last few years (Arabic Spring). Protagonist B: “I'm sure they know well we
are not the devil sons and they are know that metal is Resistance against any corruption, that's
why they are against metal culture”.

A common denominator can be clearly seen when comparing the two different positions,
as already mentioned. Both positions represent a critical view — one can speak of a socio-
critical perspective — towards the reigning systems and organizations. Furthermore, both
perspectives focus on the individual freedom in their explanations. Protagonist C: “Well some
people say metal is just my favorite music another says metal is lifestyle, but | think metal music
is full independent life”, Protagonist A: “Freedom to choose a lifestyle not the way that these
. The protagonists’ similarity is exemplified by the latter statements.
Whether the actors consider heavy metal as political or apolitical, they engage in their writings
in response to the restrictions and repression they face and experience a constant idea of
freedom and the right to express it. In regards to the aforementioned circumstances these
criticisms are more hidden and less direct because of the repressions the protagonists have to
worry about. Thus, the environment is critically reflected and the protagonists altercate
explicitly with the regional circumstances of their environment (cf. Epp, Othmer & Masurek,
2011, p. 39ff.).

1

societies force you to live
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When taking a look at the study of Hecker about Turkish metal, he comes to the same
conclusion. Here, heavy metal can also be seen as a secular culture that opposes the
Islamisation of the public sphere. Mostly in all interviews and conversations metal-heads
mentioned a “vehement antipathy toward government policies of increasingly limiting the
consumption of alcohol, preventing the public display of nudity, fostering the re-emergence
of headscarves at university campuses, or hampering the teaching of evolutionary theory in
the classroom” (Hecker, 2012, 193).

Of course this subversive potential in the lyrics is not omnipresent. Moreover, it is more
"hidden" because a concrete counterpart is not addressed. Thus, heavy metal in the MENA
cannot be seen as a political movement in its totality but as a location of alternative and
subversive statements and circulation of daily and historical themes.

These statements revealed that heavy metal in the MENA possesses and features a social
critical point of view. Now the question arises about how this critical point of view on society
can be linked and referred to Nieland’s opinion about politics? Based on what Nieland says,
the political examination with its politicised and political potentials, heavy metal relates to the
level of “policy”. The protagonists try to deal with and handle their society’s problems within
their lyrics (due to the fear of repression). Hence the political moment according to Nieland
can be seen as content. Otherwise, is politics only limited to the category of “policy”?
Therefore, the horizon must be widened. A potential perspective can be seen in the pro-
democracy movements in these regions. For example, in Morocco, Tunisia and Egypt, where
metal-heads

become major activists in pro-democracy movements as they've grown into adulthood, playing
important roles in the revolutionary protests in Tunisia and Egypt. Alaa Abdel Fatah, one of
Egypt’'s main first generation metal-heads, was arrested (and later released) by the post-
Mubarak military junta because of his political activities (Hjelm, Kahn-Harris & Le Vine, 2013,
p. 11).

Therefore, the political potential is not only limited to the category of “policy” but it can
also be found on the level of “politics” (process of action) according to Nieland.

Conclusion

As mentioned the protagonists associate heavy metal consciously and unconsciously with
protest. One could also speak of heavy metal as protest music from a macro-perspective. The
individuals question the power bloc, such as the political system, the religious leaders and in
general the patriarchal structures of their societies with the help of the music. Therefore, it is
not surprising that heavy metal has been (since its emergence in the MENA) frequently in the
focus of the power bloc who tries to attack and ban this cultural phenomenon. So it was not
only the hardness and distortion of the music but rather the lyrics which despise the authorities
and question them critically as well as society in general. Bands like Slayer, Metallica, Machine
Head, Lamb of God, Kreator, Testament and many other groups captured the attention and
hearts of mainly young people because they critically see an answer and reaction to deal with
the social conditions like corruption and personal limitations etc. in the music and its content.
Furthermore, heavy metal seems to be an alternative to the very dominant traditional Arabic
music as well to the extremely commercialized form of Arabic pop music which dominates the
radio and TV channels in the MENA (cf. Le Vine, 2009, p. 21f.).
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Heavy metal can be seen in Islamic countries as a kind of protest movement which
Stratmann (2010, p. 41) also sees in the band The Kordz from Lebanon who deal in their lyrics
for example with suicide bombers, question the alleged heroes of their culture and engage a
critical position about the reasons for war between Muslims and Jews. Furthermore, Le Vine
sees in this political potential of heavy metal in the MENA a return to its roots because the
lyrics deal with socio-critical issues, such as the heavy metal movement of the early days before
the music had established itself as mainstream and was commercialized (cf. Le Vine, 2008, p.
5).
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3.3. Before the DIY: Jovem Guarda and youth culture
in Brazil (65-68)

Marcelo Garson'

Abstract

In August 1965, the TV show Jovem Guarda (Young Guard) was released on Record, one of the
most popular networks in Brazil. Consisting in a number of musical performances it targeted the
youth and was presented by young working class artists heavily influenced by the rock of Paul Anka
and Neil Sedaka, but mostly — musically and visually - by the Beatles. Jovem Guarda is notable in its
pioneering effort with the aim to construct a youth culture around the consumption of music in
Brazil, that also spread to the fields of radio, cinema, magazines, also even apparel (boots, t-shirts,
bags, etc). The purpose of this article is to highlight in which way it articulated a social
representation of youth within the mass media. What is the nature of this representation, how is it
assumed by the artists and institutions and to which symbolic background does it relate are some
of the issues covered.

Keywords: youth culture, rock and roll, Brazil

It is difficult to grasp the great modifications through which brazilian popular music went in
the 1960s, if we do not heed the entrance of a new character on stage: the youth. In less than
a decade, a category that was timidly thought of as a market niche had become hiper-
represented in record sleeves, song lyrics, press statements and a large advertising repertoire.
Workings as arbiters of taste, judgment and values, a group of artists acted as spokespersons
of an alleged emerging and distinct generation that would configure a singular lifestyle, the
youthful one.

The youth culture that then emerged expressed itself in new ways of dressing, speaking,
spending money and managing their free time, then filled with movies, song, clothes and
other articles. Thus, it made evident how cultural consumption is a fundamental field of
identity production. In this equation, the media occupied a very import place, not only by
offering the items for youth consumption, but mainly in the way it provided ways of seeing,
framing and interpeting the youngster. The modern youth identity, therefore, it is not just
represented, but mediaticallly constructed” (Grossberg, 1994).

In Brazil, this process is notable in the 60’s when the expansion of the TV network submit
the other media — radio, cinema, magazines — to its power (Ortiz, 1986). In the youth culture
then germinating, American and teenage consumption goods fought for space, as well as
political and university militancy then emerging.

! University of Sdo Paulo, Brazil.

* The emergence of youth as a social category harks back, at least, to the early 20th Century. However,
what interests us is how it integrates itself to the mediatic ciccuits of consumption, what fundamentally
happens only in the post-WWII period.
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A landmark of this process is the premiére of the TV show Jovem Guarda, in September
1965. Presented by upcoming artists hailing from the popular classes and mixing influences of
American ballad rock with the Beatles’ sound and look, it brought forth songs that spoke
about parties, fun, girls and cars. Soon its artists would become national celebrities, reaching
cult status among a wide and young audience.

The emergence of Jovem Guarda helps understand how the popular music scene translates
a series of modifications in the political, economic and social spheres undertaken by Brazil at
that time: the entrance in a consumption society, the conservative modernization process and
the urban sprawl among them. Such changes are usually thought of only through the college
students that made use of music as an instrument of political protest. However, this was not
the only youth project that rose in the 60’s. Living concomitantly in the same media outlets,
especially TV, the college students and the Jovem Guarda singers constructed themselves as
different models of young identity. Our is to highlight in which way it articulated a social
representation of youth within the mass media: what is the nature of this representation, how
is it assumed by the artists and institutions and to which symbolic background does it relate
are some of the issues covered. In this regard, we explore on what extent youth becomes a
central category to think about music and youth becames a central category to understanding
brazilian popular music in the 60s.

Imaginaries on carioca youth

In 1961, when proclaiming “Hail, hail Babeland, what | want is trouble, I'll hop on the
dancefloor holding my babe tight”, the composition “Hail Babeland”, by samba man Jodo de
Barros, seemed to indicate that youth had migrated to the popular imaginary as an
independent category, and therefore needed special adjectives.

3n

“Broto™” is the term used to refer to the youngsters, women, most of the time, wich

supposedly inhabited a private world the “brotolandia®*”
becomes an increasing target of public scrutiny. Waywards, playboys and brotos register, in
Brasil, the influence of north American teenage consuming culture and will be fundamental
in the construction of Jovem Guarda’s symbolic repertoire (Palladino, 2001).

If the playboy was linked to adult universe of gossip columns, comprising of politicians,

, and almost always feminine, that

enterpreneurs and media celebrities, the teenagers were symbolized by the blue-jeans,
scooters, ponytail hairdos and high waisted skirts. Both characters were becoming symbols of
new consuming culture — represented by the capital values of leisure, functionality and
pleasure — that was expanding world-wide in the post-war, (Osgerby, 2001).

Such values coupled with the oficial discourse of brazilian prosperity and progress,
materialized in the arrival of high fidelity turntables, potato chips, shampoo and shopping
centers circumscribed to the growth of the industrial complex and the urban sprawl, achieved
under the auspices of foreign capital (Mello, Novais, 1998). Although the imports aimed at
the american teenager could only be seized by a small fraction of brazil's urban middle classes,
that did not refrain their progressive infiltration in the popular imaginary through films such
as Rebel without a cause, The Wild One, Rock around the clock, as well as the songs of Elvis
Presley, combined with the romantic tunes of Paul Anka and Neil Sedaka.

* babe
* babeland
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The neighbourhood of Copacabana, in Rio de Janeiro, especially helped nurturing this
imaginary. Its extremely vibrant nightlife with bars, restaurants, movie theaters and lots of
clubs composed the core of the Rio de Janeiro’s nightlife (Lenharo, 1995). This was the habitat
of Brazilian playboys, whose routine punctuated with social events — lunches, cocktail parties,
nights out, horse races — and love affairs fed the universe of gossip columns. Its figure is
molded to the Brasilian imaginary in an extremely ambivalente fashion: it represented a
hedonistic atitude towards life that could be both celebrated as a symptom of affluence as
well as censored for its individualistic, artificial and shallow character. Thus, “playboy”
becomes an adjective not rarely considered derogatory that would establish proximity with
another mediatic role: the wayward.

The wayward is a category directly inherited from the American press, that since the
beginning of the decade intensely debated juvenile criminality. It was the dark side of the
teenager culture: “it is urgente to face the harsh reality (...) before the phenomenon of juveile
delinquency — one that constitutes a social stigma in the United States — also contaminates
Brazilian youth®”.

Such terms are not just describing a reality, but at constructing a narrative concerning the
extremely ambivalent character of urban life at the end of the fifties: highly influenced by the
values of american consumption society and its youth culture. Between the celebration and
the fear of change, it rebuilts an foreign imaginarie in a different context. It is this landscape
of parties, fast cars and absolute luxury that will help composing Jovem Guarda’s symbolic
universe.

In search of a market segmentation

Despite the brotos, playboys and waywards were personified as current categories of mediatic
imaginary, Brasil did not have, as the United States did, youth as a market segment.
Concerning popular music, one would have to wait until the end of the Sixties in order to
properly speak about a proper youth sound.

Until the previous decade, Rio de Janeiro had a vibrant musical scenario where Samba,
Tango, Rumba and Guarania could be sung and danced to at boites, theaters and especially
at the radio auditorium in a great variety of languages: Spanish, Italian, French and English
(Lenharo, 1995). In spite of the multiplicity of styles, there were not a clear market
segmentation. The artists, public and orchestras dealt with the manifold musical and linguistic
idioms. The international hits, therefore, blended with the local repertoire, extremely
hybridized from the outset.

It is not by accident that the first Brasilian Rock 45", “Ronda das Horas”, a reinterpretation
of Rock Around The Clock by Bill Haley and the Comets is released in 1955 through Nora Ney's
voice, a singer quite distant from the teenager universe and already very well known for her
romantic and overly tragic songs. The first Brazilian teen idols to achieve success with rock and
roll come to the fore from 1959 and onwards, having in their repertoire cover versions of Paul
Anka’s and Neil Sedaka’s hits, which lyrics — refering to balls and romantic dating — and slow
pacing sounded harmless to the dominant morality.

® 17 /08/ 57, Ultima Hora, p.10. Ultima Hora was one of the main newspapers of the country in the
timeframe considered for this article’s topic.
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When this music arrives in Brasil, the doubt regarding its success potential makes the future
leaders of Jovem Guarda — Roberto Carlos, Erasmo Carlos and Wanderléa — include it in their
repertoire but not as the main genre; eclectic repertoires were the norm back them.

The turn of the decade, however, sees the arrival of a new generation of artists hailing
from the middle classes that would reconfigure the conventions on music making, putting into
check some formulas of the past. The influence of Jazz, the minimalistic performance and the
treatment of guitar as a rhythmic, instead of melodic, instrument gave a novel and avantgard
aura to popular music. Coming from Bahia, Jodo Gilberto was the main exponent of Bossa
Nova; a new genre adapted to intimism of apartments and nightclubs and characterized by
the dilletant atitude, the aesthecizing gaze and an entrenched class habitus that discouraged
new members on its circles (Napolitano, 2001).

To Robert Carlos Braga, son a clockmaker and a tailouress, delving into Bossa Nova was
another way to success, targeted since the beginning of his puerile career in his hometown'’s
radio stations, in the countryside of the state of Espirito Santo. He would arrive in Rio de
Janeiro at fifteen years old, in 1956, pursuing his goal. From 1959 onwards, he start to perform
as crooner at the Plaza club in Copacabana, with a varied repertoire that would also include
some Bossa.

Notwithstanding his singing style being quite close to that of Jodo Gilberto's, Roberto
Carlos was rejected by the Bossa Nova circles, formed mainly by college and middle class
youngsters; a constrasting setting from that of a dweller of the suburbs that depended on
music to live. His interpretation was seen as a copy, since it was deprived of all signs of
legitimation: nothing seemed more vulgar than converting an avantgarde proposal into
massive market appeal.

This early moment in Roberto Carlos’ career is marked by songs heavily influenced by the
new rhythm such as Brotinho sem Juizo® and Ser Ber’, both from 1961. Whereas the former
recalls Sedaka’s compositions fused with a Bossa beat, the latter keeps the rhythm and makes
evident that “being well-off” in a young suburban kid's perspective, meant being part of the
nightlife of Copacabana, represented by the high society clubs and its patrons, the playboys,
made visible by gossip columns in newspapers.

None of those songs became a hit. Roberto Carlos would find better accolade with his
suburban neighbours, also hailing from working classes and who dreamed of someday “being
well-off”. Deprived of apartments to gather and scarce consumption goods to entertain
themselves, Erasmo Carlos along with Wilson Simonal e Tim Maia — future renowned artists
in the realm of popular music — made the streets their playground. There, Erasmo recall on his
biography (2006) that the typical merriments of popular classes — soccer, marbles — came
across the consumption of American and Brazilian mass cultures symbols: Walt Disney, Popeye
and Flash Gordon comics, pin up pictures and movies such as Rock around the Clock, Rebel
Without a cause, as well as westerns and carnivalesque comedies.

Music, however, was central. Roberto and his friends shared a taste for Jodo Gilberto,
Samba and especially Rock, also forming a shortlived band that performed at circuses and
churches. At the beginning of the Sixties, they made themselves noticed in popular radio and
TV shows that would harbor rock and roll and the way it was danced due to its somewhat
excentric character.

e Misbehaving babe
" To be well-off
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Jovem Guarda's third big name, Wanderléa Salim, hailing from the countryside of Minas,
also performed since her childhood in radio show with a extremely diverse repertoire. Not until
the middle of the Sixties she would assume a rocker identity, claiming for her role as a “straight
talk girl”, an autonomous and self-reliant woman, that would show her body in swimsuits and
miniskirts, but who would also use songs with religious content that dealt themes such as
marriage and true love. The attempt to gather emancipation in the field of mores also made
the youngsters dealt with a conservative and dominant moral.

Relating to the biography of Roberto, Erasmo and Wanderléa is important to make sense
of the link beetween their life trajectories and the cultural consumption that came along and
would gains traction through Jovem Guarda. The construction of a youth imaginary will not
come about, therefore, strictly as a well conceived market product but is produced in the
crossing between the search for individual ascension, the desires of the industry and a cultural
consumption populated by celebrities that served as models of success in a crucial moment of
American influence in popular music.

Figure 1 - PUGIALI, p.230

Jovem Guarda on stage

To relation about youth and music another meaning with the premiére of the show Jovem
Guarda on TV network Record in 1965. Presenting live broadcasted performances, the show
was conducted by Roberto Carlos, Wanderléa and Erasmo Carlos. On its stage, the decor
refered to the universe of automobiles and Beatlemania made itself felt through the garments,
hairdos and songs, many of which were Portuguese covers of the British band’s international
hits. Adding up to this there was the influence of romantic songs, be it national, to which the
public had access through the radio for the past three decades, or international, connected to
the Ballad Rock of the Fifities. From all great musicals hosted by TV Record, this was the only
aimed to the young and noisy audiences that would mob the venue, in and outside its
premises.
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In 1966, the show was already a blockbuster, being exhibited on video-tape across the
country. The show’s promotion was managed by the Magaldi, Maia & Prosperi (MM&P)
advertising agency, that would even release a line of products comprising miniskirts, bags, t-
shirts, shoes, boots and even school supplies inspired the young artists’ image®

Invited to star on movies, pose to photo shoots, give interview sessions and perform in live
shows, the successful singers would also act as actors, hosts as well as models. Multimediatic
competences were required: the demans were fundamentally linked to the audiovisual
requirements demanded by TV. The contrasted wth the radio language was evident.

The multiplication of articles that would describe the intimacy and routine of the young
celebrities started to increasingly blur the lines between public and private. The artists would
become characters in a fiction that turned their own lifes into a novel. Roberto Carlos’ moniker
was Brasa (Ember), the good boy from the countryside, slim, with a naive and careless look,
tailormade to please mothers, whereas Erasmo Carlos was the Tremendao (The top guy), the
tal Young man, strong and rebellious, always to ready to defend his and his friend’s honour,
as for Wanderléa, she was Ternurinha (Dollface), delicate, vain, but also independent, fierce
and ambitious. Each role featured the archetypical gallery of heroes and villains from the
comics, films and gossip columns. Its singers reprresented the heroes of consumption society,
the self made people who would come from “nothing” and would conquer success from his
own individual effort, being able to, at last, enjoy life as a playboy surrounded by babes (Plates
2, 3).

In between it all there was the youngster: fundamentally constructed in this multimediatic
arena, it is a display and symptom of a new era of technological modernity, making the
indissociable link between youth identity, mediatic coverage and consumption. The emerging
generation originated on the radio, but also helped define music in relation to TV.

Many were the means used to build the juvenile specificity. The smooth tones would
constrast the radio artists’ pottent voice. The use of orchestras and accoustic instruments
would give place to the young and electrified bands. The careless manner of handling the
guitar, amplifiers, keyboards and microfones would express the naturality with which the new
generation would embrace the technologies. In their songs, love conquests and losses, themes
from the vast romantic tradition of popular music, devoid of the tragic and fatalistic tone,
would be relocated on a scenario of parties, love affairs and fun.

The musicians’ visuality, performance and peculiarities would have to adapt not only to the
radio’s microphone, but to the camera’s eye. The physical contours would be, therefore,
largely exhibited in miniskirts, cleavages and open blouses that would be completed by long
hair and other accessories, explored in detailed shoots to be published in colorful magazines.
The bet in novelty and rupture, however, would share space with a Strong conservative bias.

Youth and the culture industry

It is undeniable that the construction of youth held by Jovem Guarda was thought of as a
product. The Jovem Guarda TV show is a deliberate attempt at hopping in the success of the
youth market worldwide. In its premiering moment, TV Record already had in its menu the
Bossaudade and Fino da Bossa shows, gathering a prestigious cast both from the old school
and the nascent MPB (Misica Popular Brasileira [Brasilian Popular Music]). The first group had

® Jornal do Brasil, Caderno B, 19/1/68, p.9
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know their pinnacle through radio, during the Forties and Fifties and was formed mainly by
the popular classes. The second, on the other hand, comes about at the end of the Fifties,
with the advent of Bossa Nova, which would be politicaly infused giving birth to the Protest
Songs (Napolitano, 2001). Rock was the third great segment that would assure Record the
hegemony in the popular music market on TV. Believing that the Beatles’ success could be
localy replicated, MM&P decided to accept the risks of a juvenile show. The conditions for the
fabrication of idols whose ideal of youth was fundamentally and ideal of consumption were
set.

In a moment when the big urban centers grow at astounding levels, attracting a horde of
migrants with the promises of social mobility, youngsters seemed to materialize the discourses
of renewal and ascension through individual effort that lies at the core of liberal propaganda.
The emphasis on hedonism — expressed in narratives filled by fast cars, parties and countless
dates — is essentially a bet on the ephemerity of the present, that is in tune with the passing
character of the consumption of material goods. Amidst the songs, movies, records and
especially items such as pants, bags and dolls, a young lifestyle was sold (Image 2).

fue onda‘
que novidade de arromba!
COIecao A colegio CALHAMBEQUE 3
é confeccionada com tecido exclusivo,
nas cores
vermelho, ocre, verde, azul e cinza.

a moda para gente jovem

Assista
JOVEM GUARDA apresentado em videos-tape
Todas as quintas-feiras, as por Roberto Carlos, com a
20,20 pela TV Piratini, com participagio dos Jet Blacks,
reprise aos sabados as 18,30. Erasmo Carlos, Os Incriveis
O programa da juventude, e Vanderléia.

H Chapéus para meni- Cintos de couro, com Sapatilhas para ra
NoS, L.......... CrS  fivela “Calhaml “, pazes, i e ju-
Calgas para meninos e Calcas para rapazes, Saias, tamanho 6 a 3.850 para meninos e meni- wvenil, ...... .. cr$
meninas, tamanho 6 de 13 a 16 anos, Cr$ 8, . .. ...... ... Cr$ para meninas, .. Cr§ nas, ...... e Crs 5.300
S crs 13.600 7.400 4.450 3.150
9.900 tamanho 10 a 16, Cr$ ‘
tamanho 10 a 12 Cr$ 8.400 o .
10.400 tamanho 40 a 48, Cr$ '- ‘ NN‘ R
10.800

PORTO ALEGRE E CANOAS

Figure 2 - Revista Tv Sul, January 1966, p.4

Nonetheles, Jovem Guarda is not the result of a entrepreneurial decisions made behind
closed doors. Jovem Guarda’s success was largely based on the improvisation, which is the
keyword to understand the way media worked before it began to be rationalised by the end
of the Sixties. Until then, accounting planning and market research would not set the tone in
communication enterprises, still scarcely integrated among themselves and largely based on
its owners centralising spirit.

The end of the Sixties represents the start of the decline of tradicional companies such as
TV Record TV, one of the biggest TV networks that would still work as a family endeavour.
From this moment on, however, many conventions strongly felt in the radiophonic scenario of
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the Fifties still structured the reception to musical shows on TV. The search for a massive
audience, music as entertainment and the appeal to the popular classes composed a grammar
of spectacle and performance in which the music functioned as an element of engagement
and mobilisation of the senses.

If Bossa Nova, through its minimalistic execution, would cast away the performance’s
sensorial dimension and would repel the audience participation, in the middle of the Sixties,
the genre would become more politicised and would reencounter its lost dimension through
the Song Festivals broadcast by the same TV Record. At Jovem Guarda’s stage the spectacular
element was even more evident, expressed in décor, artistic performance and outfits.
Alongside the state of the art technologial props, a sensibility inherited from the radio
auditoriums would remain.

The same happened regarding the moral dimension that permeated Jovem Guarda’s
discourse. Its values would be flexible enough to be adapted to the new moment, but at the
same time conservative to the point of not demolishing the moral conventions and musical
consumption habits that made its succcess possible. On the TV stages, record sleeves, song
lyrics and interviews, Brasa, Tremendao and Ternurinha could state that they lived to party,
they were terrible, they had to maintain their bad reputation and they would race their cars
through the streets.

Festa de Arromba (1964)
(Wild Party)
Composicdo. Erasmo Carlos

Look to this wild party
Where | got myself on
Radio and TV all around
Cinema and paper coverage
Big crowa, a real mess
Almost couldn’t reach the door
Because the mob

Was really tought

Hey, Hey, (hey, hey)

What a sucess

What a wild party

(nn)

Look who arrived suddenly
Roberto Carlos in his hotwheel
Meanwhile Tony e Demétrius
Smoked outdoors
Sérgio e Zé Ricardo
bumped on me

Outdoors a big mess

Because of the babes

It was Ed Wilson who just arrived
Hey, Hey, (hey, hey)

What a sucess

What a wild party

()

Eu sou terrivel (1965)
Composicdo: Roberto Carlos

I'm terrible

It’s better to quit
Teasing me

You don’t know
Where | come from
Who | am

And what | have

(.)

I'm terrible

I'm telling you

There won't be easy

To follow me

Girl walking by my side
Will feel the rush

My rod is hot machine

I'm terrible, I'm terrible...



3.3. Before the DIY: Jovem Guarda and youth culture in Brazil (65-68) 195

Conversely, that would pubicly declare their love for heir mothers and would host charity
concerts’. Fearless, adventurous, consumerists, debauched, but also peaceful, sober, polite,
devout to God and Family: those were the apparently contrasting values that Jovem Guarda
projected onto their ideal of youth.

All of its symbolic universe captured the mediatic imaginary of the youth that has been
under construction since the Fifties. The babes, playboys and waywards are their characters
and the parties, dates and car races are their settings. It is about a mediatic narrative that fused
the suburban and juvenile sociability to the dreams and desires put forth in American songs,
films and comics, nurtured by the gossip columns that represented the tantalizing
Copacabana’s nightlife.

Being aired at Sunday afternoon, the show captured an extremely familial fraction of the
audience that would first get in touch with a universe of clothes, dances, slangs and songs
until then not well known by these viewers. The challenge, thus, was to captivate and sell a
new young lifestyle to widest possible audience. It was about turning the hedonistic values
and other youth signs of an American consumption society compatible with the remaining
symbolic conventions already present in the world of music, including those of moral order.

The symbols of Jovem Guarda, thus, mingled with the life narratives of the artists
themselves who would enact them, permeated by a suburban sociability and conformed by a
mediatic consumption that is generalised as a market product.

Jovem Guarda vs MPB?

From the installment of the dictatorship in 1964 and onwards, the investment on
communcations, combined with censorship, was the way through which the State intended
to materalise its project of conservative modernisation (Ortiz, 1986). This would not prevent
the cultural production from being bestowed with the task of dicussing the destinies of the
nation that previously solely belonged to parties, commitees or unions, now under siege. The
sphere of music is, therefore, conceived as a counter-hegemonic tool while boosted by the
then most powerfull medium: the television. This is especially true in the period before 1968,
the year when censorship and political persecutions would got harsher (Napolitano, 2001).

Following the juvenile revolts in international scale, the debate on youth changes radically
in the Sixties: from the rebelliousness against family and school, now it turns to the call to
political activism, the radicalism and the revolt agaings the State’s and capital’s dominant
ideologies (lanni, 1963). The debate would become especially acute in Brasil, where an
authoritarian and technocratic modernisation process is held by the State.

Articulating a critique to the consumtion society and claiming for the restablishment of
democracy, the middle class college militancy imagined the youngster as main force of social
change. In the musical field, that is expressed by the formation of MPB, a cultural institution
where manifold musical genres were mixed — Bossa Nova, urban Samba and regional folk
songs amongst them — whose objective was to rediscover the people through music and
denounce the new regime'’s contradictions”. It was propelled fundamentally through the Song

® Intervalo, 12/9/66

A song quite representative of this trend is Opinido (Opinion), composed by Nara Ledo in 1964 (They
can luck me up, they can beat me up/They can even let me to starve/But my opinion | won't change...)

]
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Festivals and the musical show O Ffino da Bossa, hosted by the duo Elis Regina and Jair
Rodrigues, both broadcast by Record TV (Napolitano, 2001).

It is from that same MPB that comes the critique to the sounds of Roberto, Erasmo and
Wanderléa. What, up to them did not represent more than a tacky sonority, “suburban stuff”
(Motta, 2000), now becomes the target of ideological reproof, for its “defeatist”, “alienated”
and “americanised” tunes.

When we study the musical scene from1964 onwards, precaution is necessary in order to
not take the heroic accounts of political engagement at its face value as historical truths. The
military coup did not “force” the politicization of popular music, this was one of the possible
answers to an historic conjuncture. In sociological terms, the politicization does not appear as
an “obligation” to artists, but as an outcome of a mobilization of a specific group that knew
how to take the most of that moment. Thus it was not a fatality or an obligation.

When regarding Jovem Guarda as “alienated” we are imposing norms and judgements to
the social world instead of deciphering the logics from which it operates. “Engagement” and
“alienation” should be read as native categories of the discourse, means through which the
actors classify and organize the world. We should understand its origins and how it works.
This would allow us to perceive how the field of popular music lived the regime's
contradictions in diverse ways that did not run their course in MPB.

Jovem Guarda translated onto its own terms the modernising utopia by amalgamating
elements from a popular and urban lifestyle to the dreams and desires that the American
consumption society and the very official Brazilian ideology reverberated. If the answer seems
uncomfortable and aligned to the official ideology, it is no less representative of the multiple
ways in which the cultural field then functioned. Moreover, the rigid opposition between MPB
and Jovem Guarda must not be assumed from the start; both positions were undefined in the
Sixties and both were born within the mediatic vehicles — especially television — that needed
massive appeal to consolidate themselves.

At times, Jovem Guarda and MPB would find themselves very similar positions. As part of
the TV Record’s crew, they would frequently take part in mixed events. Presentating itself in
festivals and long debates articulated in newspapers and specialised publications, MPB could
also be followed in weekly TV magazines such as /ntervalo. In short pieces filled with pictures,
both Chico Buarque’s green eyes and his intention of finding the people in his music were
featured. In the magazine, Erasmo Carlos’ love affairs, Elis Regina and Jair Rodrigues got the
same attention; it could even consider an alleged romance between Bossa Nova’'s muse, Nara
Ledo and Jovem Guarda'’s singer Jerry Adriani'.

The relationship with the repressive apparatus becones a problem to be solved by MPB:
garnering new followers for a counter-hegemonic public Project meant also submit to the
conventions oa a Market, itself one of the main tools of the authoritarian regime. The
politisation, contradictorily, lived side by side with the dynamics of spectacularisation and
mercantilisation.

Despite the diverging political leanings, the notoriety of the young singers inserted them
all in a grand mosaic of mediatic entertainment. The more intangible, the bigger was the
interest in their private life, offered as a consumption article on the massive press. Each one’s
identity would be defined, largely, not only in the content of their songs, but in the way this
was integrated to the mediatic construction of an image, what depended on aspects of

" Intervalo, 9/7/66
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circulation that were hard to control. The alleged “war” between MPB and Jovem Guarda was
greatly fed by the same vehicles as a means of keeping the artists in display.

Nevertheless, disputes, elections and contests — best song or male singer (king), female
singer (queen) - had put the musical scenario into motion since the radio days, counting on
the active participation of musicians seeking for the spotlight (Calabre, 2002). The very Song
Festivals followed that logic, recurring to the press that then created a “thrill” around the
possible winners. Not by accident that in the 3rd edition of the Festival of Brasilian Music, the
biggest display for MPB prodution at the time, Roberto Carlos had interpreted Maria, Carnaval
e Cinzas [Mary, Carnival and Ashes], a composition anchored in the repertoire of “popular
themes” representative of the politicised repositor of the time, achieving the 3rd place (Images
3,4,5,6).
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Figure 3 - Intervalo, 8 May 66, p.12 Figure 4 - Intervalo, 7 May 67, p.33
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Figure 5 - Intervalo, 19 December 66, p.32 Figure 6 - Intervalo, 21 November 65, p.37

Between deliberately, fabricated factoids and “honest opinions”, all kinds of statements
were subject to the mediatic treatment and also to their circulation and consumption. The rise
of television would keep this dimension, even if instilling a ideological sense in it, derived from
the new social function acquired by the medias.

Back to Brasil, | expected to find Samba stronger than ever, What | saw was that submusic,
that noise dragging thousands of teenagers that start to feel interested in the musical
language and get deviated. This Ye Ye Ye is a drug: deforms the youth’s mind. Look at the
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songs they sing: the majority has very few notes and that makes them easy to sing and
remember. The lyrics doesn’t contain any message: they talk about dances, pretty words for
the ears, futile things. Anyone who wishes can make music like that, commenting on their last
quarrel with the boyfriend. This is nor serious neither good. So, why keep the aberration? We,
brazilians, have found a formula to make something well taken care of for the youth, not
appealing to Rocks, Twists, Ballads, but using the very groove of our Samba."

Published by the Intervalo magazine, this famous statement by Elis Regina is usually read
as one of the strongest proofs of the “war” between MPB and Jovem Guarda (Froes, 2000).
This does not heed the fact that the magazine was entirely moved the spectacular ink with
which it coloured any kind of statement. The image that goes with the article is quite
illustrative (Image 7).

Figure 7 — 18, ié ié (yeah,yeah,yeah) sucks - Intervalo, 27 March 66, p.22

Two months later, the same magazine would register a public apology from Regina to
Roberto Carlos on the day of his birthday performance, which was captured with the intent
of becoming part of a documentary, never finished. This makes clear how “war” and “peace”,
as well as "alienated” and “engaged”, are more structuring categories of the mediatic
discourse than instruments of sociological analysis. What is interesting to investigate, thus, is
in which manners the ideological convictions negotiate with both a spectacular and a market
logic.

Recognising the commercial dimension of the engaged discourse is not a cynical way of
neutralising it. Even more so, it is about acknowledging the limits and dilemas sprung by the
character of products in which the cultural goods are immersed, something that does not
eliminate the diferences. Many are the points of contact and friction between MPB and Jovem
Guarda, the line of demarcation that separates them is not stale, but negotiated in the heat
of the historical conjunctures. These are two possible answers within the same universe of
practices that should be understood, therefore, in their relational and indissociable character.

" Intervalo, 27/03/66
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Radio versus TV, archaic versus modern, democracy versus dictatorship, politicised versus
alienated, middle classes versus popular classes are some of the debates that took over popular
music in the Sixties, translating wider problematics into specific positions. Youth, historically
constructed as a locus of transition, shock and passage, helps us grasp this moment, also of
rearrangement of forces. From a particular viewpoint, the one of Jovem Guarda’s, we believe
that is possible to think in what measure youth emerges in the music scenario and also how
the latter, when incorporating youth, appears reconfigured.
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3.4. Rock in Portugal: effects of the rock music in the
Portuguese youth (1960 vs. 2014)

Ana Martins'

Abstract

According to Ricciotto Canudo’s manifest The Birth of the Sixth Art, Music ranks the fourth place
in the short list suggested by Ricciotto Canudo, in 1911. Nevertheless, like any other form of artistic
expression, the music also was born to change the world. Not only the world of who create music,
but the one from all of us who listen it and laugh, cry, beg, have fun, grow, mature and get old,
always with her around us, in every circumstance.

The music is all made by different cultures, different rhythms and sounds, crossing and touching
each other at some point. And it is in this inequality that lives the beauty of the musical harmony.
Rock touches me. | use the term “touch”, because my heart beats faster, my ears expand and my
skin shivers up.

Like any other forms of artistic expression, Rock came also to leave a very strong mark in the world
that we live. And, as we live in Portugal, why not explore this phenomenon of the national Rock?
Why not address myself to the arrival, the development and the consolidation of this culture in our
country? Why not study his impact, marks, innovations and transformations left in this small country
planted by the sea?

So I'd like to explore the emergence of this subculture in Portugal, as well his place in contemporary
society. In other words, | will try to realize what impacts this music type brought to the Portuguese
youth.

Keywords: Rock music, Portuguese youth, Music, Portugal

Metamorphoses: rock and Portuguese society

As we can see, rock music didn't go rushing in our country, winning everything and everyone,
but what is certain is that it came in and changed all that it touched. In this way, | tried to
synthesize some transformations given by this subculture at six levels: Rock: first contacts,
Rock: socialization booster, Rock: transformation of Myslef, Rock: social consolidation and
birth of new habits, Rock: participation and, finally, Rock: transformations into the 21st
century. Note, that there are some characteristics associated with the rock culture, that live in
the memories of the profiles of the respondents, such as: energy, rebelliousness, longing,
pride, profession, past, present, friendship, fun, timelessness, modernity, adrenaline, pulse,
transgression, contestation, radicalism, irreverence, curiosity, as positive aspects and death,
madness, drugs, risk, failure, denial, consumerism, failure, as the negative aspects associated
with this issue. Thus, as almost all social phenomena, also the rock culture presents positive
and negative feelings, with the protagonists in study. “(...) the pop-rock is the first artistic
product in history that has become mass phenomenon. It is also the first artistic product

1 University of Minho, Portugal.
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produced by young and the great designer, since the sixties, a youth culture — an autonomous
social space, which itself also represents a new social phenomenon: how youth sector with
self-awareness of their individuality "(Fernandes, 2002: 26).

On the first level, Rock: first contacts, you can see that rock entered in Portugal by baby
steps. "When | got seven or eight years, we had the rock music well defined, but we lived in
a very isolated place" (Castro, Sérgio, Trabalhadores do Comércio - Interviewee). In this sense,
the rock culture first came out, through especially Anglo-Saxonic rock music, which came to
compete with the French and Italian music, which seemed to flood public radio at the time.
"The Radio was light music, charming singers, orchestras of the national broadcaster, tradition
and fado-musical brand of a country that was gray and who taught to believe in fate and the
tradition" (Duarte, Anténio, A Arte Elétrica de Ser Portugués - Interviewee). However, to
realize these new sonorities, youth seemed to have connected the «antennas» and fixed their
attention for what was coming. "It awakens my whole generation, in 1963 | had 15 years old,
when the Beatles were born, then the Stones and, therefore, the entire movement Anglo-
American pop/rock" (Brito, Tozé, Quarteto 1111 - Interviewee). These first inductees to the
rock culture was mediated mostly by friends or older siblings, who had a crucial role in the
dissemination of this new musical genre. "That's exactly when | was 10 years old, so in 1970,
through my older brother, who had the Beatles rock albums, the Stones, Pink Floyd" (Rua,
Vitor, ex GNR - Interviewee). Regardless of age, one of the first names that these mediators
show was called Beatles. "Therefore, in the year 1963, | realized the existence of the Beatles
and | thought it was a song that appealed to me greatly, much more than was common in
Portugal" (Castro, Sérgio, Trabalhadores do Comércio - Interviewee). Many wanted to be like
them, others developed hates and sang glory to the rebels Rolling Stones, however, no one
seems to deny Beatles enormous influence on initiation into rock culture. Of course, that in
the Decade of 60, the Beatles, the Stones or any other band had to be heard a little hide-and-
seek from the ears of the relatives. This, because, as has already been mentioned, we were
living tension periods and dictatorial threats were a constant.

Thus, foreign rock music began to enter gradually in the jukeboxes of the national clubs,
as well as on the radio stations of the national broadcast, passing unnoticed by the national
censorship. And why that happened? Because the music herself was a scream speech against
political pressures and cruelties, that lived throughout the world. However, it seems that the
national censorship didn’t understand Portuguese very well and even less English. "And, even
for us, at the beginning, the Beatles, the" love you "we understood, the rest we didn't
understand a word" (Castro, José, Petrus Castrus - Interviewee). This tolerance eventually gives
wings to rock, to go through media outlets. "The apparent tolerance with which the regime
left rock 'n' roll vibrate in Portugal, and the undeniable novelty of the phenomenon, its
progressive disclosure provided in the media, especially in magazines of spectacles" (Duarte,
Anténio, A Arte Elétrica de Ser Portugués - Interviewee). Most of the young people started
gradually getting excited about this new phenomenon, which was different from the kind of
music to which they were used to.

“Is the time when | stopped listening what they gave me to hear, which was what my mother
and my aunt heard and in which | spent listening to music | already own and when | start
saying "l like this" or "I like that". And what happens? | was at the age of nine when | had
my first classic guitar (...)" (Rua, Vitor, ex GNR - Interviewee).

Generally speaking, these first contacts with the rock were made, essentially, by radio or
by vinyl. "The radio and the television didn’t have nothing about rock" (Brito, Tozé, Quarteto
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1111 - Interviewee). On television haven't even thought of such a thing, as for radio, initially,
to hear rock they used to use radio stations with international satellite equipment or to the
mythical national nightly programs. "And | remember had ten years old and listen to the
popular music themes like the Stones and the Kinks, in the evening radio shows of Radio
Renascenca, which at the time was the radio, maybe more open to this kind of music and had
to heard that, when my parents thought | was asleep, but | was listening to under my pillow
"(Castro, Sérgio, Trabalhadores do Comércio - Interviewee). Though, the scene was changing
gradually, either on the radio or on television. "On the radio (the national broadcaster) would
begin to be transmitted live, and recorded for posterity, talented musicians that views
expressed in the new language of rock 'n' roll. This was followed by RTP (national television),
which would become the vehicle of excellence to cement the stardom of Portuguese pop
musicians in the Decade of 60 "(Duarte, Anténio, A Arte Elétrica de Ser Portugués -
Interviewee). When it comes to vinyl records, these existed around the few stores of the time,
but were scarce and arrive with plenty of time delay, in relation to the international release
date. A large portion of the vinyls was subject to import shops, another was purchased in
individual post name by CTT, but, also, for some, there were other alternatives. “(...) That was
my friend who was a pilot of the TAP, which brought me. Went to New York and to England
and brought (...) "(Santos, Joao, Rock Rendez Vous - Interviewee). However, not everyone had
this privilege.

“A poor, illiterate and isolated Portugal, ruled by a dictator narrow-minded but popular,
listening to rock 'n' roll was supposed to be a great adventure for a young man, and even
more rock ‘n' roll! But this adventure was only allowed to those who could afford to buy
records and musical instruments imported and expensive, or travel to New York or London to
learn about the news. That is, the teenagers of wealthy families of the upper middle class (at
a time when the middle class was scarce)" (Duarte, Anténio, A Arte Elétrica de Ser Portugués
- Interviewee).

However, | wonder why the rock took them to listen hiding, to import records, or buying
instruments? "Basically, the energy of that music and the rebellion, in relation to current
music, the traditional music (...)" (Brito, Tozé, Quarteto 1111 - Interviewee). The rock
appeared as an oasis in the desert for the youth, who lived hidden by family pressure and of
regime pressure. The rock gave them what they needed at the right time. And what they
needed was freedom of expression, to live their dreams, to shoot down prejudices and taboos,
to criticize, to challenge, to live their youth, as they, in their visions, it should be. The theme
of the lyrics was also a very important aspect of this success, as were much more open and
drove to various taboos of society, without any constraints. It was also important to the
aesthetics of rock subculture. “(...) But, more than anything, it was the clothes and the hair
and the visual "(Costa, Alvaro, Antena 3 - Interviewee). As we see, the rock music was
something completely new in the eyes of our young people, was the music transformed into
intensity, pulse and transgression. "More than modern music was modernity (....)" (Macedo,
Adolfo, Mao Morta - Interviewee). In other words was, above all, the cut with the past, with
what was going on the radio and what was imposed on them.

And this cut began with the first singles or albums that young people started listening. In
these initial contacts, was again important the music of the Beatles. “(...) The first album that
| remember having bought and stored in a special way was the Rubber soul, of the Beatles.
However, we highlight, also, Brazilian music, which in turn also had some influence. (...) There
was a moment of madness by Brazilian music, especially here, because we were talking [the
language]" (Castro, José, Petrus Castrus - Interviewee). But other names stand out, such as




204 ‘ Keep it Simple, Make it Fast! An approach to underground music scenes

the Rolling Stones, the Doors, The Who, Pink Floyd, among others. But, as important as the
music itself was the whole ritual of selection, purchase and preparation of the turntables, for
by playing vinyl. "Buy an album was an adventure and an album was a valuable thing" (Brito,
Tozé, Quarteto 1111 - Interviewee). Even if it was in a store, where they could touch them
and hear them in the mythical cabins, or even if it was via postcard, buy an album was an
almost religious ritual. "The difference is that if you listened to music with a more liturgical...
due to the process. Was the stereo, the needle, the unwrapping of the disc, flip it." (Costa,
Alvaro, Antena 3 - Interviewee). And, of course, not to mention the money that came together
for the power to buy. “(...) was the staff who wouldn't eat, threw money parents for lunch
and don't eat, because after four or five days, that money all along you could buy an album"
(Calado, Nuno, Antena 3 - Interviewee). Interestingly, the copy was still unusual, not everyone
had access to tape recorders and not everyone wanted to borrow their ' treasure ' to someone.
"Met, listen to music, swap disks, | lent a record and lend me another and we took home and
stayed. We then piracy, what then was considered piracy at the time was the most normal
and simple act in the world "(Castro, Sérgio, Trabalhadores do Comércio - Interviewee). The
music stores began to appear, little by little, to spread all over the country. It should be noted,
that subsequently, until the shops of home appliances had a music section, which sold vinyl
records, in addition to the sale of turntables.

“At the time, we are interested in music was, clearly, we are interested in rock” (Calado,
Nuno, Antena 3 - Interviewee). Despite the heated discussions between the Beatles and the
Rolling Stones, the music seemed to dictate the circle of friends, in which young people were
part. “One of the things that happens is that the music (...) creates bonds of friendship strong”
(Castro, Sérgio, Trabalhadores do Comeércio - Interviewee). They started creating informal
social groups with a common denominator: the rock music. These groups, which evolved,
largely, to the creation of bands and to the professionalization, at a later stage. "Numerous
and popular contests Yeh-Yeh, at the Teatro Monumental, sponsored by businessman Vasco
Morgado and theatrical with wide media coverage, would become, for its part, the great pole
of socialization and ritualized fashion urban youth of Lisbon and of Porto" (Duarte, Anténio,
A Arte Elétrica de Ser Portugués - Interviewee). Hence, that much of the conviviality of the
groups were conducted randomly in the homes of members, with the aim of listening to music
or try playing something. “(...) We on Friday, at the end of the class, one of the hobbies on
Friday, because there was nothing to study, till on Sunday, we get together at my house or on
the Rui Reininnho’s house (...) " (Castro, Sérgio, Trabalhadores do Comércio - Interviewee). It
should be noted that the record labels such as Valentim de Carvalho and Orpheus were not,
according to Duarte (2014) indifferent to the growing popularity of these new musical scene.
However, the wave had little Sun lasts, when in the sixties young people began to fulfill military
service.

And we're now at the second level of analysis: Rock: socialization booster. In addition to
being in each other's houses, also began to congregate in cafes or subsequently in musical
rehearsal locations. “(...) We had to find a rehearsal room and our homes, none of them had
conditions, nor our parents were to put up with noise (...) and we decided to go talk to the
firemen of Leca da Palmeira (...)" (Brito, Tozé, Quarteto 1111 - Interviewee). And the trials
were at the Firehouse, the exchange of concerts at balls on Sunday. This, because not everyone
had garage or not everybody had permission to play there, due to the noise that inevitably
made.
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As regards the visual aspect, started to check some transformations. "Changed everything.
The hair started to grow all, everybody wore long hair at the time, was very few those who
weren't wearing" (Brito, Tozé, Quarteto 1111 - Interviewee). The appearance created by these
young people was like a mirror of their desire to be different and to cut off with the webs of
the oppressive past. Therefore, scrambled to appear, increasingly, with the ideal that they
created. "To buy more different they went to Caritas to buy cheap clothes, because it came
from the United States and was where we bought different clothes" (Macedo, Adolfo, Mao
Morta - Interviewee) Away were behind the times when they dressed like the parents and
grew into the habit of calling ' Sunday clothes». However, at the beginning, the parents didn’t
found great grace to these new outfits. "One of the things that they controlled, for example,
was the outfit, especially my mother. For them it was scandalous, | don't cut my hair, was
crucial for me" (Castro, Sérgio, Trabalhadores do Comeércio - Interviewee). In conservative
society it was the Portugal of the time, there were still those who criticized this new lifestyle,
however, those views had a very short life. "So there is a revolution in terms of customs, and
clothing, which also passes the rock aesthetic and by those changes that accompany the
music, too" (Brito, Tozé, Quarteto 1111 - Interviewee). And, in fact, was not only the
appearance that changed, but also the attitude towards life and towards society. “(...) They
were very energetic people, they needed, somehow, was to vent the anger of the youth, the
blood in the gills" (Castro, José, Petrus Castrus - Interviewee). It was like a form of extortion.

“Rock music, like classical music and other songs we can call of evocation — as opposed to
revolutionary message, as the Folk or Reggae, which are more than extortion — has a strong
power of stimulation of aesthetic landscapes. This includes a set of transcendences: the
journey of thought go out of ourselves, out of the warm gray and real life. The star-system is
a production machine of this type of circumvention, being the rock-star your vehicle.
Participate fantastically of his life, his art, is to achieve a temporary overshoot actual conditions
existence-after all as drugs” (Fernandes, 2002: 26).

However, it is undeniable that the rock has conquered everything and everyone, but won
the overwhelming majority of youth. "The rock was across all age groups, at that time, and
to all social positions" (Castro, José, Petrus Castrus - Interviewee). Thus, it was normal that the
rock delineate the circuit of friendships and form groups, where all the members hear the
same kind of music. Who had not been infected by the magic of rock, when he began to be
popular, eventually moving away and integrate other social colony that had other hobbies. A
hobby which seemed to ' compete ' directly with the Rock was the sport. "There it is, the
sport, there were people very connected to the sport, in a very active way (...)" (Brito, Tozé,
Quarteto 1111 - Interviewee).

At the beginning, as we have seen, this subculture hadn’t great acceptance in society.
"People started to use hair by the middle of the back and listen critics and insults in the street"
(Brito, Tozé, Quarteto 1111 - Interviewee). This happened because people were not yet used
to this new lifestyle of young people, to their new attitudes, to their new beliefs, for their new
appearances. Came to be criticized even by his own family, who did not know what was the
rock subculture. "The Rock Culture, at that time, but today is something that is everywhere,
(...) no height, was liturgical "(Santos, Jodo, Roxk Rendez Vous - Interviewee). However, it
wasn't so much the music itself that bothered them. "People were much more criticized by
appearance and by their attitude on life, than the fact that putting an album and be listening
to rock music" (Castro, José, Petrus Castrus - Interviewee). Others, in turn, were criticized by
the families, due to the volume of this kind of music. "I know other parents had other types
of complications. But, in my case, sometimes it was more by noise" (Calado, Nuno, Atena 3 -
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Interviewee). However, it also happens in some cases, the reverse situation. "We were
reviewing the other, for not listening to our music (...)" (Pedro, Miguel, Mdo Morta -
Interviewee).

It should be noted, also, that when began to appear the first rock concerts in Portugal,
young people would soon go watch. In Portugal, among the first names mentioned include
Psico, Arte e Oficio, Pop 5, Taxi and the Sheiks... "The first concert thus international band
that I saw in Portugal were the Genesis, at Pavilhdo de Cascais" (Brito, Tozé, Quarteto 1111 -
Interviewee). After this concert, the habit started to grow gradually, until you reach the holding
of festivals of music, But before we go in in the early festivals, you might want to take a small
jump on the third level of analysis brief: Rock: transformation of the self. All we know about
the situation in that country was, when the rock here appeared. Thus, the rock seems to have
functioned as a tool of expression, dictatorial demands escape and social challenge. "Me in
1111 had multiple albums prohibited by censorship (...)" (Brito, Tozé, Quarteto 1111 -
Interviewee). The action of censorship had the tendency to rebel, even more, the artists against
the reluctance of the citizens. And this revolt, sometimes not even to contest by the ideal that
they wished, but more by the assertion that they didn't want. “(...) the pop-rock goes to
emotionality, beside expressive more than rational — is more than reason evocation
"(Fernandes, 2002: 27). They wanted to end the regime, but they could not know what they
wanted to come next. It is also assumed, as an affirmation of identity for each. "The answer
to the question is thus: absolutely. The culture of the time, music, whatever you want, it was
like a beacon, where would seek solutions, answers to things (...)" (Costa, Alvaro Costa,
Antena 3 - Interviewee). However, awareness of the mindsets of young people don't just come
with the rock, even before we had, here in Portugal, very good musicians, young people have
grown up listening to. "So, that music can help a certain distance or alienation in relation to
political phenomena and, especially, more than political phenomena, which are fundamental
to social life, in relation to social phenomena" (Castro, Sérgio, Trabalhadores do Comércio -
Interviewee). So, this whole revolt against the regime and against its impositions, such as the
obligation to provide military service for example, has led many young people to follow in the
paths of rebellion. “(...) | think one of the reasons being rock was that transgression, which
at the time was real and felt (...)" (Rua, Vitor, ex GNR - Interviewee). And be a rebel is not go
around doing ' nonsense ', but is to be aware of the situations and challenge them. "I think
the rock and pop rock music were a rallying cry, | do not follow exactly to revolt, but mostly it
was a cry of emancipation of younger layers, compared to pressure and hegemony of layers
of adults who exercised the power" (Castro, Sérgio, Trabalhadores do Comércio - Interviewee).
Be a rebel was also different. "Some had hair longer, | would like to have, or have a different
outfit, you hear different things, or you feel different, there is defiance" (Costa, Alvaro, Antena
3 - Interviewee).

Rock: social consolidation and birth of new habits is the fourth level of analysis. Although
being a small country, the record stores have been growing gradually and getting profits up
quite large. "I have more than 600 customers in whole Portugal, when | started on Polygram
(...)" (Brito, Tozé, Quarteto 1111 - Interviewee). These stores had a huge advantage, already
mentioned, that was the existence of sound booths. "You took on the album and heard it
there and we spent afternoons like this (...)" (Costa, Alvaro, Antena 3 - Interviewee). These
sound booths allowed young people to select the albums that they liked and could hear them
in a small space, through headphones. And, although the music tended to be expensive,
young people did their sacrifices and tried to buy whatever they could. “(...) | had to ask my
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parents money, | don't remember well, but there was a time that was like a thousand escudos
or a thousand or so "(Rua, Vitor, ex GNR - Interviewee) However, when the will is big....

“I remember that the top single is released in Portugal in the years 80 and quickly reached
platinum record (...) But a platinum record in years 80 should have at least a hundred thousand
units, at least 100,000" (Ribeiro, Artur, Jo-Jo’s Music - Interviewee).

And everyone wanted to have the radio hit on vinyl. "It was cheap, there was no 50
television channels, there was no Facebook, there was nothing." (Ribeiro, Artur, Jo-Jo's -
Interviewee). Thus, the youth had to entertain themselves with something and that something
was, mostly, music. "But it was a different time. There was another economic power, there
were jobs, there were jobs everywhere, there was... the cafes were full of people..." (Ribeiro,
Artur, Jo-Jo's Music - Interviewee 2014). Today, economic power is less, there are no jobs, but
the cafes remain filled. Artur Ribeiro, the owner of the old Jo-Jo's Records also says that there
is still a market for specialty stores. "Today we should not go through the standard things, we
should be always with an eye on different things to different audiences and | have always had
this concern and | always appreciate that" (Ribeiro, Artur, Jo-Jo's Music - Interviewee). The
businessman thinks he should lower the prices because compete with free music is not an easy
task and you're wrong, "because the artist must feel clearly motivated" (Ribeiro, Artur, Jo-Jo's
Music - Interviewee). And, thus, is more difficult. However, "music isn't going away" (Ribeiro,
Artur, Jo-Jo's Music - Interviewee), however, has increasingly new formats and people will
have, if you want to try to get used to them. Because, although the vinyl have been reborn,
who guarantees us that he came back to stay? However, as we know, life is a cycle and we
all go back to the same place in the end.

| couldn't speak of new habits and not talking about the slogan ' sex, drugs and rock 'n'
roll. "Changed everything and everyone "(Brito, Tozé, Quarteto 1111 - Interviewee). Despite
initially being unpopular, musicians and artists were given access to them. "Following the
revolution and the arrival of returnees from the former colonies is that drugs began to be
popularized" (Garcez, Anténio, Roxigénio - Interviewee). Of course, the drugs have always
existed and didn't come here at the hands of rock, as well as always existed the State of
happiness or delirium. However, "everything goes back to appear in years 60/70, but in the
form of smoke, marijuana, hashish" (Brito, Tozé, Quarteto 1111 - Interviewee). Then came
the heavier drugs like LSD and hallucinogens in General and the tendency to experience
became irresistible to young people. "A person is listening to an album of Beatles, you hear
the Sgt. Peppers and know that they wrote a few songs under LSD (...)" (Brito, Tozé, Quarteto
1111 - Interviewee) and the temptation is great. However, the experience proved
unsatisfactory. "Either we told stories or, then, we didn't have this ability" (Brito, Tozé,
Quarteto 1111 - Interviewee). But, the most important was realizing that when a person is
having these experiences, it was not the ideal time to write or compose. However, we cannot
deny the interest that the drug created by youth. “(...) the issue of drug was ubiquitous
"(Serra, José, Aqui D'el Rock - Interviewee). That happened, because it is a facilitator and turns
them on an altered state and in the case of musicians, can even become a facilitator when
you're on the stage. "In fact, the rock is linked to any drug culture" (Pedro, Miguel, Mao
Morta - Interviewee). Both phenomena appeared to be always connected, because drugs tends
to be associated with alternative postures and marginal postures. "And was also part of this
posture the drugs, alcohol, sex, everything more or less practice, depending on the society
position" (Macedo, Adolfo, Mao Morta - Interviewee). In this sense, the drugs seemed to be
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part of this kind of marginal, where the rock was happening. "Basically, these are all catalysts
and accelerators of emotions and are catalysts of lack of individual (...)" (Castro, Sérgio,
Trabalhadores do Comércio - Interviewee).

However, as for sex, things worked differently. "Portugal was traditional and women now
not so much, but were more traditionalists" (Pedro, Miguel, M&o Morta - Interviewee). In other
words, women didn't come out at night, pure and simple. There was not this habit in
Portuguese society. "It is clear that sex was the least practiced, because at the time it wasn't
easy, for example, in Braga, follow to the letter the maxim * sex, drugs and rock 'n' roll ',
because there was no sex, there was virtually no women in Braga, wouldn't come out. There
were beatings when rose a woman "(Macedo, Adolfo, Mao Morta - Interviewee). In a Catholic
country and guided by the idea «God, homeland and Family» the own sex without being in
order, necessarily of procreation, was almost condemned by political and religious power.
Then there were the conflicting relations between these two organs with rock and subculture
with their excesses. “(...) There was a very large surveillance on women, especially on the
younger girls "(Serra, José, Aqui D'el Rock - Interviewee). However, it should be noted that,
little by little, women began to have their more open-minded, especially after the April 25 and
began trying to prove a point in society. Started, too, at that time, to emerge the first musical
groups composed of young girls and when the sexual revolution took place was a Madhouse.

“Is a complete liberation, in this sense, the mindset of those generations. And ready, start
practicing until because at the time there was no danger, which then came to appear much
later, danger to health, with the sex that was completely unprotected. It was absolutely crazy,
you know?" (Brito, Tozé, Quarteto 1111 - Interviewee).

In short, what has changed is not the action itself, but the way you looked at them. “(...)
What has changed is the freedom to talk about these things, with openness, because hypocrisy
aside, before rock and these generations all, sex has always existed and has always done and
what else bastards in this country "(Brito, Tozé, Quarteto 1111 - Interviewee). And the same
idea applies to the drug because it has always existed and was not born with the rock. Nor did
bring the utopian revolutions in the field of musical creativity. “(...) Honestly, | don't see that
what has been produced at this time, under these catalysts of creativity has made, in General,
something absolutely extraordinary "(Castro, José, Petrus Castrus - Interviewee).

However, talk about the rock music is also talking about touching it. "I don't think there
was a lot of people play instruments before, but traditional music, fado and canconetismo
national, who used orchestras to the effect" (Garcez, Antdnio, Roxigénio - Interviewee).
However, as is evident when listening to rock bands playing, young people also showed a
tendency to want to imitate what they hear. "With the rise of rock things have changed
substantially and the houses of instruments began to appear everywhere" (Garcez, Antonio,
Roxigénio - Interviewee). So, young people started getting curious, wanting to hear more and
want to recreate what they saw and heard.

“Finally, when in late 1970, begin to emerge the first shops of instruments at the Oporto, the
Castanheira and others, we almost stopped being in cafes, to be there. We went to the stores
so | can be and play and it was there that we knew and saw other older musicians” (Rua,
Vitor, ex GNR - Interviewee).

Learning is a process, individually or in group. "My inclination to the percussion is intuitive,
so | become a drummer and | am self-taught and start to learn to play on my desk (...)" (Serra,
José, Aqui D'el Rock - Interviewee). Before the 25 April, the musical formation was scarce and
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spent, mostly, by the Conservatory, where he learned classical music and not rock music. “(...)
There were no schools, as there is now, music schools. | remember at the time, if you wanted
to learn to play had to go to the Oporto "(Pedro, Miguel, Mao Morta - Interviewee). Therefore,
most rock fans began by learning to play alone or with the help of friends. "We're learning
alone, with headphones" (Pedro, Miguel, Mao Morta - Interviewee). In other words, many of
them were truly self-learners. "We learned with each other, we began to gather, organize
groups and such" (Brito, Tozé, Quarteto 1111 - Interviewee). And started to buy instruments,
"and the sale of instruments increased" (Brito, Tozé, Quarteto 1111 - Interviewee). However,
it should be noted that possess a musical instrument at the time was not easy, because the
material was expensive and was not available to a mass form. "They were pretty expensive at
the time, were not accessible to all pockets and the bands, it was customary, buy the
instruments and pay the instruments for years (...)" (Brito, Tozé, Quarteto 1111 - Interviewee).
So, just access weren't available to everyone. "The social origin of the first Portuguese
musicians of rock 'n' roll, and in the following decade of Yeh-Yeh, I'd start by being their first
window of opportunity" (Duarte, Anténio, A Arte Elétrica de Ser Portugués - Interviewee). To
cope with the difficulties, many improvised instruments. "So, as | didn't have any money to
buy a drums set and no one was going to give me a drums set in the family, they thought it
was a crazy, | thought | had to do was create a drums set" (Castro, Sérgio, Trabalhadores do
Comércio - Interviewee). Many young people even began, with instruments created by them,
until they can buy a real instrument. And when they couldn't, they would pay as | or bought
secondhand. “(...) The song until there was also elitist, even in the area of rock "(Serra, José,
Aqui D'el Rock - Interviewee). In addition to joining of money and pay benefits, there were
also other methods. "The instruments were purchased in stores and payments were made
with lyrics and paid with big difficulties" (Garcez, Anténio, Roxigénio - Interviewee).

In any event, come home, then, briefly, to the question of festivals. As is well known 1971
was the year that saw the first official mythical edition of Vilar de Mouros Festival. On that
date, Portugal already had faced many social transformations. If that hadn't happened, how
could they create a festival of this kind and expect accession? "It was crazy. It was the first
time | had twenty thousand people in front of a stage, free form (...)" (Brito, Tozé, Quarteto
1111 - Interviewee). It was a unique event in Portugal, which changed everything that came
next. "The first festivals were great. People smoked dope, talking about politics and where
was anti statuos quo feeling (Garcez, Antdnio, Roxigénio - Interviewee). And the success of
Vilar de Mouros shows that the boys on the rock was peaceful, contrary to what many
thought. "But everything went very well, | don't hear any problems, people took all nude bath
in the River (...) And was, in this aspect, a complete and total liberation "(Brito, Tozé, Quarteto
1111 - Interviewee).

Finally, couldn't talk about new habits without mentioning the changes brought by the
mythical rock club, Rock Rendez Vous, in Lisbon. Lasted nearly ten years, but made many more
rock bands than we can imagine. Was a space with live music in which just passed rock, from
the first to the last minute, revolutionizing the nightlife of young lisbonenses. “(...) During
nine years it was open, were bands every day "(Santos, Jodo, Rock Rendez Vous - Interviewee).
The Organization was, perhaps, the opposite of the remaining establishments.

“(...) The scheme was, as the Friday and Saturday are strong moments for the night, what did
we do? Put the weak bands on weekends. Why? Because people were more likely to go into
the night and on the weekends | already knew they were headed there, basically and enjoyed
having a full House to show new bands. During the week was interested in putting a lot of
people there and to take over a lot of people had to be famous bands. So during the week |
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used to get the strongest bands, to, ready, to fill that” (Santos, Jodo, Rock Rendez Vous -
Interviewee).

So, always had a full House and created a habit in young people. When they left they knew
there was always live music and rock to dance. And the Rock Rendez Vous turned out to be
the jump for many bands in the Decade of 80, that why there stepped on stage and, some of
them, still see them play tonight. And why? “(...) The Rock Rendez Vous was important,
because the bands typically had a guy there from large publishers (...) went to see the bands,
which is something that does not exist today and that would be very important "(Santos, Jodo,
Rock Rendez Vous - Interviewee). In addition the Club, also recorded music videos and created
the famous crazy modern music contests. "We must firmly establish five or six and the band
that won, ready, recorded a disco" (Santos, Jodo, Rock Rendez Vous - Interviewee). And the
incentive was so big, that came to receive 400 videotapes to the contest. "This contest had
an advantage, too big, it was, had the media on top, so the bands, even if they don't win,
they became known" (Santos, Jodo, Rock Rendez Vous - Interviewee). However, at the end of
ten years came to an end, due to some stubbornness, but left a mark too large in Portuguese
rock'n’roll boom. So, because the first concert of the so-called father of rock national, was on
opening night of this legendary rock club.

Rock: participation is the next level of analysis. "It was easy to start a music project, now
but reaching the albums was as difficult as it is today" (Brito, Tozé, Quarteto 1111 -
Interviewee). And why? Because it is very simple to get in two or three friends and form a
musical group. There's no need of knowing touch, because unlike before, today there are
huge schools of music. The instruments also are no longer so expensive and about the singer,
since he or she didn't detune... "People didn't know, play the instruments did not exist and,
in that sense, it was complicated" (Macedo, Adolfo, M&o Morta - Interviewee). However, the
first rock concerts in Portugal there were thus no scandal. The country had already used to the
sound and the older people felt it indifference. "We played for people our age, almost always.
Therefore, there was natural empathy " (Brito, Tozé, Quarteto 1111 - Interviewee). But, as we
have seen, form a group is easy but record was almost an utopia. "Do an album was almost
a dream, something almost unthinkable to realize" (Macedo, Adolfo, Mdo Morta -
Interviewee). But, even when they could, it wasn't easy to stay at the peak of popularity.
However, some succeeded and reached us until today. Nowadays, it's not so easy to get
recognition. "Today, people have the puck, you know, people have instruments, people
rehearse, play and have not come out of tart strain, because they don't have any visibility"
(Macedo, Adolfo, Mao Morta - Interviewee). Despite the ease of recording that has reached
us with the digital revolution and despite the social tools that are within our reach, it's very
complicated revenge and today's music tends to be short-lived. Is not, does not remain.
"Where we have is ate concertos to sell records" (Morais, Hélio, Linda Martini - Interviewee).
In other words, nowadays, in Portugal, they record disks to make tours, because the disc itself
has a tendency not to sell. Later, it also makes the bands grow, there is, you record a disc of
an editor, makes you grow and recent growing up will bring you more recent concerts too.
And if you bring more concerts, brings more money "(Morais, Hélio, Linda Martini -
Interviewee).

And speaking of the changes that have occurred have reached the last level of analysis,
Rock: transforms into the 21st century. Refer, then, briefly, the changes coming with the
digital revolution. "Therefore, today's with the digital tools, you get a record like that at
home" (Morais, Hélio, Linda Martini - Interviewee). The formats have changed and there are
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new tools to appear. The idea of the DJ is increasingly internalized, the rock appears to be
increasingly left out. "The notion that | have is music that today is much stronger in discos, for
DJs. It is no coincidence, that the phenomenon of DJs is growing and the rock bands are
disappearing "(Brito, Tozé, Quarteto 1111 - Interviewee). It is much easier to be DJ, that rock
artist because they have a lot less work, because it does not require the same capabilities or
execution technigues, at material level.

“(...) exists since 1990 an increase in consumption of music, but it is necessary to consider the
amendment of the formats of its consumption and this is a radical change in the context of
popular music: immateriality and plurality. It is also permissible to register a change concerning
the amount of music heard or possessed, to the extent that what its increase was exponential:
"are going to be times of Immateriality, dilution and mixture. But it is not certain that the
physical format, the idea of «album» and other foundations of what has been popular music
be demolished once (...)" (Guerra, 2011: S/P).

The music industry has changed. "The essentials of the music industry is not recording a
disc, the music industry exists around the recording industry, are two different things" (Costa,
Alvaro, Antena 3 - Interviewee). In other words, the music industry is not bad, because there
are concerts and merchandising among other tools of promotion, however, what's wrong is
the industry of the record, because, as we have seen, the discs don't sell like they used to.
"One of the most important trend lines on fixed structures and networks for the promotion
and dissemination of music. There is a nod to the increased frequency of concerts and on
increasing the reception face the experimental projects situated in rock said "alternate (Guerra,
2011: S/P). And the power of the image is increasingly critical in this interactive virtual
environment in which we live grasped every day. Through YouTube, Vimeo or Facebook, the
music reaches an importance and increasing visibility as a product of music and musical access
platform. In terms of tools and products change it should also talk on MySpace (...) " (Guerra,
2011: S/P).

In short, the rock was an adventure, a discover and today is no longer what it used to be,
but did it lost its allure? | don't think so. Just look at the rock concerts that exhaust, just look
at the resurgence of vinyl, just look at the tables of the best-selling albums of all time. "My
My, hey hey/Rock and roll is here to stay (Young, Neil, 1979)".
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3.5."The Garage were | was born": Coimbra’s musical
scene in the 1990's

Pedro Emanuel Aimeida Martins'

Abstract

The present paper aims to overlook the existence of an alternative field of social interaction among
individuals who aroused against the dominant traditions from the 1990s in a local context:
Coimbra. This field consolidated its form by rock n’ ro// music identifying a restricted group of
individual’s. They were involved in a local social context of music production and demand as a
group of music lovers who lay their beliefs on rock as life’s philosophy. The question that led my
path through this group was to understand what does exist in music, which comprehends it as a
social phenomenon of interaction, sociability and identity, reluctant to counter-cultural dynamics
in Coimbra. In this sense, | argue that artistic practices are social practices embedded in emotional,
symbolic and transgressive languages.

Keywords: Coimbra, music-scene, rock n’ roll, counter-cultural dynamics and music sociability’s

Introduction

Music could exist even if there were no world at all
Arthur Schopenhauer

The present paper seeks to acknowledge a group of individuals that aroused in Coimbra during
the 90°s, which | studied for my master dissertation in sociology. This group, restricted in their
social milieu and composed by heterogeneous music values, was involved by different social
backgrounds from a permeability of arts and politics to philosophy and music production. They
had structured a local subfield of music creation and production associated to rock and punk
rock music. Understanding rock music as a social and complex phenomenon, which is
simultaneously well thought-out between society and structure, Coimbra’s case as a local
music scene is paradigmatic. Its analysis offered a view point of how the relationship between
rock and society states a singular relation. In a sociological framework, rock is an autonomous
empirical object of social study due to it's space and time of emergence. A space in which
social context and interactions consolidated a range of subjective meanings and attitudes
towards a collective imaginary. And in a time were social and historic conditions appears to
modify social behaviours structuring social actions and practices in order to define individuals
beliefs.

As Coimbra’s case, It's rock music scene emerged by a restricted group of “music lovers”
(Hennion 2001) that overhang established values to a peculiar life style of irreverence away
from traditional social values that characterized the city’s life style, such as It's 7ado music and
the well known image of It's University, side by side with the students life in the academy; and
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in a time period were social-historic conditions appeared as a sign for artistic liberty and
subversive creativity, which rock music comes into sight as an opportunity for a lifetime to
produce the genre of music they exacerbated: Rock N’ Roll.

By studying these individuals “social trajectories” (Reynold, 2000), understand as a heuristic
interest to “convey and incorporate values and meanings related to a set of practices” (Guerra,
2012: 1), and since the use of biographies within the scientific field leads to an acquisition and
expansion of knowledge about subjective attitudes and significations as “regulators of social
practices” (/bid), the main question that lead my journey in Coimbra’s rock field was to
understand what does exist in music, that comprehends it as a social phenomenon of
interaction, sociability and identity, reluctant to counter-cultural dynamics in a local context. |
argue that artistic practices are social practices embedded in emotional, symbolic and
transgressive languages. As an alternative field of music production these languages are
constructed subjectively within relations and interactions between individuals who share same
interests, conducting musical sociability in a continuous learning of interdependency, well
defined as Do /t Yourself (DIY). For them, this was the official way of living life: proposed by
rock n’ roll interests and an irreverence style of life, they assumed as their individual
knowledge, influenced not only derived by their social interactions, but by including the way
they practice and relate with them. A will of collective principles against the dominant
hegemony of their social milieu and moral values (Martins, 2013).

From culture to musical scenes: artistic practices as social
process

Culture is an interdisciplinary and multidisciplinary concept sometimes misunderstood in the
scientific occidental literary (Garofalo, 1993: 231). To narrow the concept in its meaning to
the prosecution of my argument, by culture, | would define as all the forms and practices
derived from customs, traditions and values that people seek in order to give sense in their
everyday life. These meanings can be visible, or are visible, in the case of rock music culture
through behaviours, corporal aesthetics and moral values which embodies a system
knowledge that characterizes the way why individuals integrate social group formation. In this
sense culture, as a concept that infers people’s subjectiveness to their actions, relates life styles
to practices incorporating a process of meanings. The perceiving of this process constitutes
the bases of an analysis of social phenomena in the culture sphere, mainly in youth culture,
leading a comprehension between culture, music and group formation, or generally, music
and society.

Regarding rock music as a “common culture”, as Paul Willis postulates as everything that
is ubiquitous, sturdy and strongly consolidated in sharing and carrying objects with meanings
between individuals (Willis, 1990: 2) its importance as a sociological and empirical object of
study compiles a rich framework which enables two essential ideas. First, to stipulate a relation
between music and society, while a singular one, demonstrating how music influences and its
field of production can structure group formation, especially youth belonging to different
social stratifications to the composition of local music scenes. And secondly, the perception of
counter-culture dynamics including expressions, signs and meanings that youth, in their
everyday life, seek for creativity affirming their presence and identity to express the
potentialities of their cultural (/b/d) and subversive creativities, such as musical aesthetics and
performances in stages and streets.
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The conceptual link between culture, music and group formation has been theorized by
Birmingham School in the late period of the Il World War. This relation enabled a theoretical
framework for the study of musical consumption and social formations, chaired by identity
issues that mattered for the track of relationships facing social structure (Frith, 1996). Other
studies emerged by relating identity to social class condition and culture, such as Paul Willis
(1978; 1990; 1998 [1978]) who studied the relational process between rock music and
motorcycle bikers; Dick Hebdige (1988; 1998 [1979]) who empirically demonstrated that Mods
and punk rock were associated to anarchism side by side to an avant-garde aesthetics; Will
Straw (1998 [1983]) who studied heavy metal, musical genre slighted by critics and neglected
by theorists; Lawrence Grossberg (1993; 1998 [1986]) which defined rock n’ rol/ and
admonishing its death; Tony Jefferson (1976) and his study of 7eday Boys, relating their social
identity to social structure; John Clarke (1976) and the Skinhead Culture in a logic of
structuralism, and Dave Laing (1994) who studied the social reception of punk reiterating the
phenomenon in classist terms accentuating its private accessibility and its public invisibility.

These conceptual frameworks enabled a paradigm transition from subculture theory to a
new theoretical framework of analysis. Towards social and technological changes that
emerged from the late 1960s and 1970s the subcultural framework declined basing it's
analysis from a social deviation perspective and by relating identity as a collective and symbolic
response to the conditions of social class (Cohen, 1997). The nature and function of youth
subcultures was based on a rupture between tradition values and the labour class workers.
Further more, as Paula Guerra states: “empirical data has demonstrated the complexity and
fluidity of youth cultural practices that could not be analysed by the prism of subculture as a
homogenous unity of tastes and belongings based on social classes” (Guerra, 2013: 117 and
Bennett, 2001).

Some authors defend the re-conceptualization of subculture concept drawn under a
sociological theory where juvenile identity could evidence the reflexivity, fluidity and its
fragmentation (Bennett, 1999, 2011; Muggleton, 1998; Redhead, 1990) that seems to mark
the modern ages of how youth culture seems to advocate interests to their cultural practices.
This theoretical transition states a new paradigm in the study of youth culture based on
everyday dynamics, music and life style. As Redhead (1990), Muggleton (1998) locates the
paradigmatic transition of youth culture framework over the fragmentation and proliferation
of new cultural backgrounds from revivalism, hybridism to transformism. These alternative
backgrounds induced the way how individuals seek new visual images for the construction of
their social and cultural identities (Bennett, 2011). As a collective construction, these new
images, dynamics of everyday and life styles forms what can be called as “music scenes”. For
Will Straw (1991), a music scene reflects a state of particular relations between individuals and
social groups, which merge from c/usters of music styles which are capable to structure spaces
of social interaction. Not by class or community but by incorporating an analysis based on
aesthetic sensibilities and everyday life.

This perspective agglomerates local, translocal and virtual, in an assumption dedicated to
music or life styles, envisaging relations and dynamics that occur in the context of everyday
life. This dynamics are accentuated by subjectiveness and musical sociability that are reflected
in the quotidian and visible in behaviours and corporal aesthetics. As Paula Guerra states: “the
relevance of such perspective reflects its contribution for the comprehension of cultural
practices and consumptions and the relation of the everyday life in its different spatial
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contexts™ (Guerra, 2010: 446). Importantly the concept reveals values and social
representations, in which such musical sociability occurs, gauging an elucidative reflection
about clusters of intermediaries and musical genres.

From culture to music scenes, artistic music practices recalls liberty and free expression on
creation and creativity. Despite this relation depending on the political, social and historic
contexts of societies, this reflects the conditions of how music scenes affirm in a social milieu.
How individuals who participated in Coimbra’s scene do affirmed their identities and music
productions towards its social context? In which singular relations did the rock music scene
appeared? Which musical sensibilities and how musical sociability’s structured their everyday
life? | would like to address these questions towards the social and historic conditions of the
emergence of Coimbra’s rock music scene. Second, describe how musical aesthetics and
sociability’s were important to consolidate the interactions of the everyday life. At last,
advocate the importance of the “official” and “informal” ways as a motivator to the counter-
cultural dynamics of Coimbra’s scene.

From interactions to musical sociability’s: Coimbra’s
musical scene

In Portugal the cultural and the artistic sphere had a late development. While in the 1960s and
1970s social movements surrounding artistic expressions and free liberty in their creations and
creativity, Portugal was under a dictatorship that cost a late development mainly in both fields.
It social structure reflected a domain of an elitist class that was “restricted and conservator,
composed dominantly by an agrarian, commercial and financial bourgeoisies” (Abreu, 2010:
248). In the 1970s, with the end of the fascist regime, the commercial sector opened its doors
to a new variety of music market and consumptions. Here, rock music was in its preliminary
stage of development (Guerra, 2013). But its social acceptance was still far considered as an
artistic form. In Coimbra, in the 1990s, rock n’ ro// was still considered a form of social
deviation, with its subversive and transgressive performances in stages and streets.

During the 1990s Coimbra renewed its cultural and musical creation. In this time, a
restricted group triggered a wave of cosmopolitism, life stylization and a forefront of artistic
stimulating expressions of rock and punk rock music, imported from the United States and
England. These musical influences instilled as germinators of the sociability’s of the individuals
that marked Coimbra’s scene. Other influences as literature, from the beat generation as Jack
Kerouac to Allen Ginsberg, and classics of cinema such as sci-fiction, horror and sexploitation,
were all cultural consumptions that developed an alternative subfield of musical production.
The effects focussed on the questioning of the status quo, by extrapolating practices and
creativities embedded by subversive emotions and symbolisms and engendered by revivalism,
hybridism and transformism in their everyday life time.

This cosmopolitan universe configured an alternative cultural landscape necessary for the
local construction of the music scene. It framed an artistic expression and aesthetic against the
boredom and stagnation felt locally. The city was well known for its rock music due to this
group of individuals whose claims enhanced an aesthetic performance establishing the limits
of their freedoms for creativity. In the same time, they saw an opportunity in music production

oy Portuguese citations were by me translated to English.
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for the achievement of their musical careers, allied to the ideology of DIY, which consequently
established a rupture between parental morality and the urban boredom.

Their achievements and social interactions, during the 1990s, were assimilated as a
rebellious romanticism. Rebellious as nonconformity against the boredom of the city, allied
with a social criticism against the hegemony values of culture, popular and traditional customs,
and the strong weight of the university’s image in the city and all that surrounds it, such as
the image of the student doctor, the academic festivals and the rituals associated to the fresh-
mens (Estanque and Bebiano, 2007; Frias, 2003). Secondly, romanticism invested by social
representations of their cultural consumptions, mainly due to the influence of bands like Sex
Pistols, The Clash, Ramones and Velvet Underground, which created collective imaginaries of
a style of life related to their way of believing, reproducing locally same behaviours. Sometimes
these behaviours were misunderstood as social deviation, but always seeking an alternative
way to deal with the everyday life.

These musical consumptions praised a privileged vehicle to the individuals in integrating
the field of music production, planning musical projects, values and stylizations. This was also
a privileged way to consolidate social interactions, by sharing knowledge, reconstruct and
reproduce cultural consumptions to their behaviours and attitudes towards daily life. In
confluence of different social groups, similar in their aesthetics, frequency of same local spaces
and musical genres, they formed an extensive network with complex interactions.

Mainly three genres were the base of all musical sociability’s, mirroring a picture of multiple
lived stylization. First, rock, associated to rockabilly, psychobilly and porkabilly, aesthetically
was defined by visible corporal demarcations such as hair styles, black colour clothes and
crippers; second, punk, with jackets characteristically having metal peak sharp points with
musical inscriptions and troop boots; last, hardcore, usually demarked with a casual urban
visual style, long sleeved shirt with square effects and tennis as preferred shoes. These different
musical languages embodied by emotionality, symbolism and transgressism composed the
interior of the scene, nourishing a typical musical creation and aesthetics in behalf of a
collective imaginary.

Aside the social criticism, irreverence and romantic rebellious, the network of proximity,
constituted by family and friends were crucial to define musical sensibilities and consumptions.
Especially the network of friendships created by ties of solidarity that protruded tastes and
musical aspiration were fundamental to some of these individuals’ careers. This network was
also fundamental to structure local knowledge (Cohen, 1997) about rock n’ ro/f music, which
started during the time in high school where social interactions gained a space to trade musical
tastes and knowledge, by sharing music catalogues and fanzines, alternative social media that
established the underground narrative. Scholar learning’s were indeed set aside and the artistic
and music activities 