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Desired Exotics: Icelandic and American Popular Musics in Contact

Stephen Amico

-

n his article on Icelandic “power poets” or kraftaskald,

folklorist and anthropologist Richard Bauman
(1992) focuses not on traditional culture but, rather,
the traditionalization of cultural productions, a process
whereby objects — in this case, the verses of the
kraftaskald - are imbued with a sense of “tradition” via
their embedding within and relationships to other speech
genres. In this brief paper, | would like to suggest that
we take a similar view of something which permeates
our perception of much popular music - specifically, the
idea of the exotic. Despite the fact that this word may
conjure up visual images of tropical paradises, peopled
by Gaugin-esque “primitives,” or perhaps distant strains
of gamelans, my contention is that nothing is, in essence,
‘exotic” — rather, certain musics are made exotic by
their placement within systems and relations to specific
listening subjects. Certainly the word “exotic” has taken
on a somewhat sedimented meaning, and recent works
such as John Hutnyk’s book (2000) have examined the
political implications of just such a usage. However, I'd
like to consider Webster’s definition of the word, which

has the following meanings:

1. introduced from another country: not native to

the place where found;

N

2. strikingly or excitingly different or unusual; and

3. of or relating to striptease (a meaning to which ['ll

later return)

Lacking in these definitions is any mention of
geographic placement, race, or assumptions regarding
so-called modernity. So if this term has taken on almost
racist overtones, if its meaning has become eclipsed or
co-opted by a putative modern, white center, projecting
fantasies upon a periphery populated by “others,” why
not simply retire it from any sort of quotidian or academic
lexicon (save for its interpellation as an operation upon
an “other’)? To do this, | believe, would be a mistake,
as it forecloses the possibility of illuminating one of
the main modalities of cathexis between listener and
music — that of desire. Through an examination of two
lcelandic artists — the singer Pall Oskar Hjalmtysson
(who generally dispenses with the patronymic) and
the band Sigur Ros - | want to raise the possibility
that the “exotic,” produced by the listening subject, is
instrumental in his or her apprehension of their musics.
Furthermore, by attempting to “rehabilitate” the term, |
hope to destabilize - if only theoretically — conceptions

of “self” and “other,” or “center” and “periphery.” Il
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begin with the music of Pall Oskar, with a focus on
three variables: first, his use of American musics in
his compositions; second, his visual expressions of
alterity; and third - often concomitant with the second
— his homosexuality.

Much of Pall's music has drawn not only
upon the stylistic conventions of American disco, but
has also incorporated actual samples. For example,
on one of his earlier CDs - 1993’s Stud (roughly
translated as “vibe” or “energy’) — the first track,
“TF-Stud,”* makes prominent use of a horn riff from
Cheryl Lynn’s “Got To Be Real’.

Not only is the riff present, but the melody
performed by the female singers is strongly reminiscent
of Chic’'s “Good Times.” Samples by both Michael
Jackson and Kool and the Gang are present on the
CD as well. Likewise, on the 1999 CD Deep Inside,
he makes use of both samples and styles; his “Better
Be Good” uses an extended sample from Patrice

Rushen’s “Haven’t You Heard”, and on the title track,

the arrangement—most notably the driving, sequenced
bassline - suggests Donna Summer’s “| Feel Love” .
Indeed, during my interview with him in Iceland, much
of what | had simply assumed regarding his musical
influences was confirmed: he noted a great affinity for
the work of such singers as Diana Ross and Donna
Summer, specifically noting that “Deep Inside” was,

indeed, meant as a “tribute” to the latter.

This song - “Deep Inside” — brings me to
Pall's presentation of his homosexuality, which has
seemingly progressed — at least visually, via what
might be seen as a somewhat “stereotypical” image
— from unnamed yet implied, to unambiguous. While
the images from his 1993 CD, Stud (Figures 1-3)
may indicate a sexuality abundantly clear to even the
naive viewer, there is still some room for subjective
interpretation which might not wish to acknowledge
his homosexuality. By the time of the release of Deep
Inside, however, Pall's self-presentation seems to
foreclose any sort of ambiguity regarding his sexuality
(Figures 4-7). Not only were these images used in the
packaging of the CD, they were also prominent in the
winter of 2000 as life-sized cardboard cutouts in the
two major record stores in Reykjavik, Skifan and Japis.
These visual images were furthermore accompanied
by song lyrics which, while certainly rife with double
entendre, were rather unequivocal in their referencing
of homosexuality; for example, both the title song and
another track — “Enter Me” — suggest anal intercourse,
while a dysfunctional gay relationship is the subject
of “Please Reject me Like My Father Did.” But Pall's
visual alterity has not only been effectuated vis-a-vis a
heterosexual listening audience; his decision to dye his
naturally blond hair black, for example, was, according
to him, a self-conscious way of differentiating himself

from the “typical’ Icelandic visage. This difference is
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quite noticeable, for example, on the back cover of his
CD with the group Casino (Figure 8).

Of course, difference, exoticism, should not be taken
as stable, quantifiable terms or states; the production of
exoticism must not overstep the line between difference
which compels and that which repels; Antti-Ville Karje
gave a paper about just such a dynamic at the 2001
IASPM international conference. As such, overriding
personal or societal mores may dictate at which point
the exotic becomes transgressive to the point of social
or psychological danger — that is, destructive to the
(imagined) stability of known and accepted codes of
operation. This may explain, in part, why Pall's last
CD, Deep Inside - the one on which his sexuality was
unambiguously vaunted, and his only work entirely in
English (including the anglicized version of his name,
“Paul Oscar”) — was the only one to have produced a
financial deficit.

But if sexuality and visual difference might
be seen as contributing to the exotic, can his use of
“‘American” musics be viewed as producing the same
effect, in a country where their promulgation has been
so unrremitting? American popular musics have been
present in Iceland since at least 1941, when American
troops were stationed in Hvalfjérdur, and even a
cursory scan of Icelandic radio stations today will
reveal a barrage of the latest American hits. However,

one must also note the efflorescence of innumerable

N

local bands, as well as a wide array of Icelandic artists
in record stores, many of whom have enjoyed much
success within the country, such as Bubbi Mordens;
and although some of these acts — Salin or Skitamérall,
for example — may sound like “Anglo-American” pop
to the non-Icelander, this may not be the case for
the Icelanders themselves. For example, one young
man, discussing these aforementioned artists with me,
somewhat jokingly referred to them as “bands that go
around playing for drunken teenagers in gymnasiums’;
yet he still evinced a certain fondness for them, and
noted that they were “typically Icelandic”; in his opinion
|, being a foreigner, would not be able to fully understand
the Icelandic-ness of their sound.

But even more generally, there’s a great danger in
the refusal to believe that what is American cannot, in
any time or place, be “exotic’; such a belief has the
underlying suggestion that not only is American culture,
indeed, the culture of the world, unfettered by temporal
or spatial difference, but that it is also immutable
and transparent in meaning This is not to deny the
asymmetrical situation of access to capital and the
attendant ability to promulgate without constraint or
responsibility; however, such promulgation does not
always or necessarily eclipse indigenous production.
Pall's music, while certainly drawing knowingly upon
American musics is still Icelandic, full of allusions to

things known largely only to Icelanders, something

N
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which engendered a certain amount of difficulty for me
in translating the lyrics.

Il now turn to Sigur Rés, an Icelandic band
which hasinthe pastthree years met with an exceptional
amount of critical acclaim and commercial success
both in Iceland and abroad. Beginning their career as
many bands in Iceland do — playing small venues to
small audiences throughout the country - they have
progressed to securing a spot as the opening act for
Radiohead on an international tour, and to headlining
to standing-room-only crowds in such New York City
venues as Irving Plaza and Radio City Music Hall. Their
1999 release Ageetis Byrjun was named one of the
top 20 albums of the year by Spin magazine, and the
encomia they have received from the press sometimes
borders on the embarrassingly effusive; for example,
of Ageetis Byrjun, Melody Maker gushed that “[they
sound like God weeping tears of gold in heaven, like a
glacier seeping through the harsh Icelandic landscape,
like whale song beamed to Earth from a distant planet.
Their staggeringly emotional performances leave
onlookers in tears or lost in dreamworlds” (Watson,
n.d.)

What has also been notable in press accounts, as
adumbrated in the preceding quote, is a recourse to
stereotypical images of Iceland, which may be seen as
“exoticizing” the band for a non-Icelandic audience; for

example a reviewer in Time Out New York, described

N

their songs as having a “volcanic intensity,” with tempos
that are “positively glacial,” ultimately “conjuring visions
of deep space and towering ice sculptures” (Aswad,
n.d.)

Perhaps one of the most beautiful (and most popular)

tracks from Agaetis Byrjun is “Svefn-G-Englar” (roughly

translated as “Sleepwalker/Angel,” due to a play on
words which combines the verb “ad ganga” [to walk]
and the noun “engill” [angel].

The lyrics, mainly in lcelandic, also contain
a word - “tju,” the hook of the chorus — which is
untranslatable. Althoughthe band originally perpetuated
a “hoax” of sorts — willingly taken up by the majority
of the English-speaking press - that their songs were
written in an invented language called “Hopelandic,”
in reality no such language existed — rather, the so-
called “Hopelandic words” are more akin to vocables.
Although the majority of songs on Ageetis Byrjun are
clearly in Icelandic to anyone who knows the language,
one song, for example — Olsen, Olsen - is entirely
made up of such vocables. But in both cases, both
the “real” and the “invented” language - and the band’s
invention of the “story” of “Hopelandic” — may be seen
as contributing to the image of the exotic.

The last area on which I'll focus is sexuality,
specifically relating to the voice of the lead singer
Jon Por Birgisson, or Jonsi as he is called. His use

of falsetto often gives the listener the impression that

J/
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the singer is female, and a reviewer in Spin described
his voice as the sound of a “12 year old girl encased
in permafrost” (Greenwald, n.d.), while Rolling Stone
referred to the vocals as “startlingly feminine” (Blashill
2000).2 While the falsetto has been used throughout
the history of popular music - from Jimmie Rogers to
Jimmy Sommerville - the variable of femininity has
not always been a correlate; however, Jonsi's voice
in particular seems to dispense with the trappings of
stereotypical masculinity, often sounding fragile or
androgynous, even when not making use of his falsetto,
as, for example, on the track “Staralfur.” That his
sexuality was questioned by many people with whom
| spoke was not entirely surprising; and, indeed, with
his recent “coming out,” it appears his homosexuality
has become yet another variable used by the press to
assert his “difference,” often mentioned in the same
breath as his one blind eye.

| have noted the variable of sexuality regarding both
Pall and Jonsi as a marker of the exotic, and want to
reference here Philip Brett's article which has drawn
the parallel of the otherness which accrues to the
musician/musical in general with that which is produced
(by majoritizing discourse) in connection with the
homosexual. In examining the connections between
music and sex, sexuality or “sexiness” — often an a
priori assumption — there’s much to be gleaned from

attending to the lure of the exotic. But exotic is not

simply a synonym for “different,” but, rather, a certain
kind of difference — one which is — again returning to
Webster’s — foreign to the subject, exciting and sexual
- as, for example, in the case of “exotic dance.”

In closing this section, | will reference the fourth
track from Sigur Rds’s latest album, the title of which
is only a pair of parentheses; the individual tracks
are, likewise, without titles*. Sung only in vocables
— neither English nor Icelandic — the song lacks actual
“‘words,” and the band has decided to allow listeners to
post their interpretations of the lyrics on their interactive

website (http://www.sigur-ros.com). When | last visited,

it seems people had decided that the lyrics centered
around the word “desire.”

This is not only rather telling, but also rather
convenient for me, as | want to finish up with a broad
discussion of the production of desire, and here I'm going
to draw upon - albeit in a rather simplified form — some of
Jacques Lacan’s ideas; this is not, however, a “Lacanian
analysis”-itis, rather, simply my use of some key concepts,
which | may or may not be using in a way acceptable to
Lacan himself. Caveats notwithstanding, what | want to
stress is that desire may be seen as related to desire of
the Other — and this has two meanings: first, the desiring
of the other, a desire to be retumed to the presymbolic
relationship with the primary other; but also, the wish to
be the object of the other’s desire. In short, desire may

be seen as a desire to be desired, for recognition, for

N
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being understood — and this is certainly part and parcel of
Lacan’s assertion that we're all narcissists. So perhaps this
is a way of approaching the often profound relationships
people feel towards popular music and performers. Might
we consider that the allure of the “exotic” other — she or he
who is different from me, who is exciting, who is sexual,
whose communication is under-determined or foreign
enough to allow the insertion of my subjective fantasies
— is then imbued, by me, with the ability to desire, to
recognize me? I've often heard people express that they
related to a specific music because of the performer’s
ability - through sound, through word — to reach them, to
“Understand them.” And while we know that the performer
does not sing only for us, the fantasy often remains.

None of this is meant to absolve the use of
commodified exotics as libidinal playgrounds for the
privileged few; however, attention to the exotic — as
more than simply an antiquated, othering term — may
prove quite productive in our attempts to understand
cathexis. Furthermore, the enterprise of conceptualizing
centers and peripheries in new ways — such as Gestur
Gudmundsson does in examining rock’s discourse of
“authenticity” — cannot but have a salubrious effect on the
ability to understand the machinations of musical and social
discourses. A perspective which allows for the perception
of the self - the Icelander, the American - as the exotic

other is not only more accurate, but entirely necessary.

N
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Endnotes

1. The “prefix” of the track’s title — “TF” — references the
Icelandic practice of naming all aircraft, all such names
beginning with this prefix. In this song, “TF-Stud” is the

“disco airplane,” of which Pall is pilot/captain.

2. The “otherworldly” quality of his voice is, furthermore,
often a product of his singing directly into the pickups of

his electric guitar (Figure 9).

3. Although “coming out” removed any ambiguity
regarding Jonsi's sexuality, publicity photos and
magazine covers prior to this “event” often suggested
a non-heterosexual (or non-gender conforming) sexual

identity (Figures 10 and 11).

4. While there are no “official” titles for the tracks,
the band’s website does list “working titles” for
each; according to this listing, track four is known as

“Njosnavélin” (“The Spy Machinge”).
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“For Rockin’ at the Sock Hop or Listenin to Liszt”: Marketing the Phonograph to Teen Girls in the 1950s

Steve Bailey

-

The following essay examines the marketing of the
phonograph (and with it phonography) to young
women in the 1950s. My conclusions were derived
primarily from analyzing advertisements in several
publications, with a focus on 17 magazine. My interest
was in the connections between gender, technology,
and culture in the fifties and the ways that this was
perpetuated in the marketing of technology. My initial
assumptions were that it would be a fairly predictable,
sexist appeal and not particularly sophisticated at
that. What | found, though, was rather different—a
multifaceted and sophisticated strategy that suggested
a fairly complex relationship between a variety of
symbolically potent elements. .

Unlike television, the phonograph was a plausible
consumer item for teenagers in the 1950’s. With
prices as low as $25, the phonograph could be
sold specifically to a youth market in a way that the
television, which was roughly ten times as expensive,
could not. The advertising resulting from the attempt
to attract this market thus offers a unique glimpse
into a self-conscious attempt to articulate a place for
audio technology in the cultural frame of fifties female
teen culture. An examination of this advertising (and

some related editorial content) reveals six key qualities

that are linked to audio technology: sociality, sexual
attractiveness, aesthetic “style,” portability, practicality,

and pleasure.

| use the term “sociality” to refer to the sense of
audio technology as the enabler of an enjoyable
social interaction, as “the life of the party” (ad for V-M
phonograph, May '56) and as a crucial element in social
life. This is reflected in the frequent use of graphics and/
or pictures of party scenes, dancing couples, even a
group of happy, dancing insects (“Crazy Hi-Fi Bugs,” V-
M phonograph ad, May '56). An ad for the “Pat Boone”
line of Roland phonographs (October '59) epitomizes
this approach, repeating the “life of the party” claim,
and suggesting that these phonographs will produce
“a party with Pat Boone!,” illustrated by a photo of
Pat looming over a girl who appears to be planning a
party—she is chatting on the telephone—while sitting
next to her Pat Boone “Playmate” model phonograph.
Nearby, two other teenage girls sit clustered around
another telephone beneath a large photo of Pat,
apparently talking to the first girl. Here, the ritual of
the phone conversation, and its particular resonance in
teen culture as a form of mediated social interaction, is

linked with the phonograph.
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This theme is repeated in a multiple-product
advertising layout with a slumber party theme (April
'57), featuring four girls drinking Canada Dry Ginger
Ale, grooming each other with Coty cosmetics, and
enjoying RCA LPs on an RCA Victor phonograph. In
this case, the phonograph is linked with important
socialrituals: the slumber party, mutual grooming, and
the conviviality of the “all-girl affair.” It also appears,
in a more general sense, in some editorial pieces.
An article on giving successful parties presents five
new phonographs under the headline “Essential: A
Music Maker” (June '55), and also offers a cartoon
featuring a dancing female exclaiming “It would be a
catastrophe if the record player broke down.” Another
article on phonographs, titled “Music makes the party”
(September '57), claims that “Music and parties just
naturally go together. . . like fall and football,” yet
another tie with a youth ritual. This sense of the
phonograph as an essential element for successful
socializing is probably the most pervasive theme in
the advertising and editorial content of Seventeen,
but there are several other important motifs.

In addition to the tie with sociality, the phonograph
is also presented as a useful tool for attracting the
attention of males. Admiral offers “5 ways to be
very, very popular’—five new phonographs—with
an illustration of a young woman enjoying some

LPs with a clean-cut young man (September '56).

RCA claims, “You'll turn heads with a new ‘Victrola’
Phonograph,” and goes on to suggest that you “let
your RCA Victor dealer show you how to catch
every eye and ear’ (May '56). In this case, the
illustration is more suggestive: a young woman
using her phonograph while reclining beneath
three archetypal photographs of males: a leather-
jacketed rebel, a football player, and a fellow in a
white dinner jacket—"turn every head,” indeed. An
earlier RCA ad also features this theme, with a girl
and her unfortunately named “Skipper” phonograph
attracting the attention of two well-dressed fellows
(February '56). The ad attempts to inspire a bit of
intra-gender rivalry, with a reference to two women
who sit, phonograph-less, in the background of the
photo: “You can bet that's [visiting the RCA dealer]
what the two green-eyed girls on the other bench
are going to do.” V-M takes a more subtle approach,
offering a “Memo to Mom and Dad,” that begins
“‘Sweet girl graduates (and their fellas) want the new
‘teentime’ 45 portable” with a child-like drawing of a
bow-tied male looking amorously at a teenage girl
(June '56). In all of these cases, the phonograph
appears as a means of garnering sexual interest, as
a sure-fire way to attract male attention. This appeal
is also used to sell LPs; another ad suggests that
you can “Dazzle your date with Great Music. . .on

Decca Records” (December '56).
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Other advertisements construct explicit links
between phonography and adolescent sexuality.
Admiral grounds its claims in aesthetics, presenting
“The Hi-Fi Components he'd choose—in a cabinet
she'll adore” (October '57). In this case, masculine
demands for technical superiority can merge with a
feminine concern for stylishness. In the case of a V-M
ad from April 1958, male and female are analogized
with the two channels of stereo with an illustration of a
couple joined beneath V-M components that are “Yours
for a Lifetime of Pleasure!” The most remarkable
linkage of technology and sexuality, though, appears
in Webcor ad (October '60), boasting that its new
automatic multi-disk phonograph is ‘the greatest
‘changer’ since Cinderella’s godmother!” The Webcor,
the ad continues, “(can) change a dateless evening into
a dance-sation” and “change you to a dancing doll, any
lonesome night” [italics in original]. With the wordplay
on “changer” and the reference to Cinderella, the ad
suggests a supernatural power to produce an attractive
“dolI” from any “lonesome” girl.

While the Admiral ad refers to its stylishness, others
take direct steps to claim aesthetic allure as a feature
of the phonograph. V-M parallels Admiral’s approach
with an ad featuring the phrase “beautiful to look at’
in a “hand-written,” characteristically feminine typeface
juxtaposed with “more wonderful to hear” in a thicker,

“‘masculine” font (December 1957). A Zenith ad boasts

of “fresher styling” (September 1956) and an editorial
piece from August 1956 describes the new radios and
phonographs, “now bright with color.” In this aspect, the
audio technology matches the discourse surrounding
the introduction of television (Spigel 49-50); the
apparatus must meet aesthetic demands as well as
those of technological function. The emphasis in ads
directed at teenagers, predictably, is more concerned
with high style, “spring’s smartest phono fashions,”
than bourgeois good taste, but the major emphasis in
either case is that of transcending the conflict between
practicality and aesthetics by offering components that
succeed in both areas. The discourse on audio also
matches the pitches made for television by emphasizing
the practicality of audio equipment. As Spigel notes,
televisions were sold by suggesting that they would
enable rather than disrupt the smooth functioning of the
household, as in the claims that television could ease

the burdens of domestic labour (86-98 ).

V-M is particularly fond of this pitch, urging
teens to “Go Back to the Books with a Song!,” and that
“Music lifts your spirits, lightens your load” (August '58);
another ad asks, “who could crack a book without it
[music]” (December '58). To sell more expensive tape
recorders (at $225.00, near the top of the price range
for teenagers), V-M broadens its claims, “Perfect for

language. . . speech. . . music students! Helps you
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A

learn faster and remember easier!” (November '60), and
includes a drawing of a girl saying “je v-m adore!” (| love
V-M!) into a microphone as a boy sits nearby reading.
In all three, there is the suggestion that the equipment
eliminates the need to choose between practicality and
pleasure: you can “Learn it up or Live it up.” After all, V-
M is the “last word in pleasurable utility!” (August '58).

While the emphasis on practicality is similar to the
discourses surrounding both television, advertising for
the phonograph and tape recorder can make one claim
that was impossible for television in this era—portability.
While television could never offer much mobility, this was
a major part of the appeal (for teens) of the phonograph.
Admiral directly contrasts its portable models with bulkier
‘console” stereos, producing “from 2 pieces of matched
luggage. . . console stereo sound!” (October '59). V-M
offers “a BIG sound you can take with you” (April '57);
another ad features a phonograph that can serve ‘In
your bedroom, In the rumpus room, In the dorm, For
parties, For platter sessions, for fun everywhere” (April
'58) while housed in a “blue and white carrying case
as chic as your smartest overnight case.” In addition
to the merging of aesthetics and portability, the ad is
interesting in its selection of typically “teenage” sites—
social (parties, the rumpus room) and solitary (bedroom,
dorm) spaces. The phonograph, ultimately, “gives you
pleasure everywhere,” keying into teenage fantasies of

a sophisticated, distinctly cosmopolitan life. In this vein,

J

RCA's ad for its portable model—"as easy to own as it is
to carry"—features a photo of a young woman plugging
in the speakers while a sweater-garbed, bongo-playing
fellow looks on, all of this in a room decorated with college
pendants and percussion instruments (March '60).

While the portable phonograph allows you to take your
pleasure with you, pleasure itself is a common motif
in the advertising and editorial presentation of audio
equipment. The advertisements tend to feature models
that gaze rather dreamily at the appliance itself. Ads for
Admiral (October '57), RCA (May '56), and Zenith (June
'58) are exemplary here. They are certainly not “cracking
the books,” as other ads may have implied. The copy
in many ads reflects a similarly dreamy milieu—"ear

"o,

tingling,” the “dreamy wonder of stereo,” “you'll feel as

if you were actually. . . dancing on a cloud,” “make the
‘best days of your life’ even happier,” and so on. There
is a clear attempt to engage a cultural sense of music as
a visceral pleasure; while the phonograph may meet the
demands of style and function, it is ultimately a device of
pleasure, and a distinctly physical pleasure at that.

“Long Playing Fashions” and Hi-Fi Hygiene:
Music and Marketing in Seventeen

If images of cosmopolitan sophistication were
crucial to the sale of phonographs, there is a kind of
reverse symbolic flow in advertising for other products.

In this case, it is music and especially phonography

N
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that becomes a rich device for constructing a discourse
of stylishness and sophistication to sell fashion and
grooming products. Music-related imagery and prose
recurs continually in fashion advertising in the period,
suggesting the cultural-symbolic potency of music for

teenagers in the era.

Some ads use music as a direct incentive (e.g.,
free 45s with the purchase of Breeze detergent) but
others employ music in a connotative fashion and thus
may say a bit more about its particular symbolic value.
Sometimes, there are references to specific genres, as
in the following “jazzy” Hathaway ad, “Pretty Combo!
Soft purr of the clarinet. . . sweet slam of the big bass. .
. and the lovely note struck by this two piece shirtwaist
(dress).” The accompanying photograph features a
woman dancing while a man in the background plucks
abass; a clarinet and an LP record sit on the floor (April
'56). Betty Rose fashions suggest both rock and jazz
in a 1957 ad, telling teens to “Rock into spring. . .Roll

o

into fashion” with “Classic note,” “Hot note,” and “Blue
note” dresses. Max Factor offers a “Calypso Beat’ line
of “hi-fi lipstick,” with a woman in tropical garb playing
a conga drum. In these examples, rock, jazz, and
calypso seem to suggest an exuberance and vivacity
which should be associated with such “real gone” (to
use Betty Rose’s terminology) products.

Other ads are less genre-specific but use similar

rhetoric: Teena Paige utilizes a photo of a woman
holding a 45 record to sell dresses that are “pretty as a
melody” (March '56). Darlene sweaters takes a more
direct approach, claiming its clothing will make you
‘number one on the boys’ hit parade,” illustrated with a
drawing of a woman changing records on a phonograph
while a man leers at her (September '56). An editorial
fashion spread repeats the phonograph theme, offering
“Night Music in Sweet Tones of Rayon” with a photo of
models holding records and surrounded by giant LPs
(November '56). Dan River dresses (August '58), Treo
Bras (April '56), and Betty Barclay’'s “Long Playing”
dresses (September '56), and Gassard’s Bras—using

a pun on “record heat’—all use photos of models with

records and/or phonographs in their advertisements.

Two advertisements, though, move beyond
this iconography and suggesting a bizarre connection
between audio reproduction and hygiene. The firstis an
ad for Bonne Bell skin products that offers a “Treatment
Trio” package of skin products, including a record
which contains Bonne’s “personal recorded advice on
complexion care for your skin” (October 1960). The
accompanying photo features a young woman reclining
in front of a phonograph, presumably as the Bonne
Bell advice record offers its “Sound Personal Advice to
teenagers with skin problems. ..” The choice of the

recorded medium for the advice and as a prominent
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feature of the ad is interesting; apparently, a written
pamphlet would lack the high-tech implications of a
vinyl disk. The woman in the photograph is wearing a
modish pair of striped trousers, additionally suggesting
the kind of forward fashion sensibility noted in the
earlier examples.

The final example in this section is stranger, and
makes an explicit tie between hygiene and audio. The
following citation is quite long, but the example, an ad
for Dandricide rinse, demands it. Under the headline
‘Record Collector. . . Uses Dandricide,” the copy
reads,

“Muriel Franklin boasts one of the best record collections
in the '61 class. She has “Sing along with Mitch” and
nearly every top album from “Louis Armstrong and His
Hot Five” to Johnny Mathis’ latest. . . you name it—
and Muriel probably has it. Muriel knows, a valuable
collection of records requires careful handling and
attention. The same is true of your personal grooming.
Lint on a good platter can prove as disastrous as
dandruff on our pretty shoulders. That is why Muriel
uses pleasant, effective DANDRICIDE after each
shampoo. She knows DANDRICIDE is one sure way
of keeping unsightly dandruff out of her life. Whether
you're a collector or not, you'll find DANDRICIDE best
for removing dandruff. . . and keeping it away.

At the top of the ad is a photo of a girl, presumably

Muriel, laying on the floor, with a rather dreamy look,

contemplating an LP sitting on the floor in front of her.
An open phonograph sits on the table behind her.

This ad is particularly fascinating for several reasons.
There is the explicit comparison between the proper
care of the body and of the record collection, and
the demonstration of Muriel's broad tastes—Louis
Armstrong to Mitch Miller (hot jazz to the ultimate easy-
listening). More generally, music is being used to carry
a considerable symbolic weight here; the love of music
is utilized to invoke cleanliness, affluence (in her large
and valuable collection), and the kind of cosmopolitan

sophistication reflected in broad, eclectic taste.

The examples in this section rely, in varying
degrees, on this symbolic potency, and | should
mention that other forms of popular media are rarely
used in a similar fashion. There are no “televisual
dresses” nor any “cinemascope cosmetics,” to mention
two concurrent technologies, in the pages of 17.
Beyond such metaphoric connections, there are few
photographic images within advertisements or editorial
content that reference any other media (e.g., television
is not used as a prop). Some of this is easily explained:
television does not have the connections with teenage
social life (it is more clearly domestic) that phonography
carries, film-going is difficult to reference through props
in the manner of the phonograph and LP, and print

certainly does not carry the high-tech connotations of

J/
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the electronic media. However, these factors seem
to offer only a partial explanation of the overwhelming
popularity of music related imagery. There are historical
factors which might be significant as well. For example,
the work of Richard Leppert offers an extensive
analysis of music related imagery in European painting
in the 17" and 18" centuries which also demonstrates
the cultural-symbolic power of music and its particular
links with “feminine” culture (see Leppert, 1977 &
88). While Leppert's extensive studies are obviously
quite distant from the fifties teenage milieu, they are
an excellent demonstration of the long-held symbolic
force of music in western culture. What is particularly
fascinating in the case of 17 is the fusion of this classic
iconography with the technological advances of the era;
the phonograph displacing the piano or harpsichord as
a powerful symbol of feminine sophistication. It is also
striking that the actual symbolic content of music is so
consistent—the link with sophistication, affluence, and
feminine pleasure appearing in 18" century painting

and 20™ century advertising.
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Praxis as Play: Singing and the Musical Practices of Pre-teen Girls

Sarah Baker

This paper draws on the musical practices of seven
pre-teen girls aged eight to eleven years old who
were participants in my doctoral research undertaken
in Adelaide, South Australia, during 2000. They all
attended the same Catholic college and the majority of
my fieldwork took place in the after school care centre
located in the school grounds. An integral part of my
ethnographic approach was to provide each of the girls
with a still camera and portable tape recorder which
they could play with for a period of six months (see
Baker). With these unconventional methodological tools
each girl documented not only their musical practices
but also other aspects of their everyday lives as they
experienced it. In this paper | focus on one particular

area of the girls’ musical practices - singing.

The ability to sing, or at least the ability to
give the impression that one can sing, is an important
aspect of being a professional performer of teenybop
music, the form of popular music marketed to young
girls. Likewise, a number of the girls in my research
indicated that singing was an important aspect of
their social worlds. During my fieldwork it was a rare
occasion notto hear at least one girl break out into song.

| heard the girls singing at after school care, in their

homes, and even over the phone. The girls’ research
tapes reflected this interest in singing. They included
everything from the taunting playground-like singing of
nine year old Amelia to a partially self-composed pop

ballad by nine year old Rosa.

Singing was captured on most of the girls’
research tapes. Eight year old Felicity, however, did
not return her tape to me. Felicity told me that she
could not give me back her research tape because
her mother had taped something on it. She looked
embarrassed. “She taped you doing something on it?”,
| queried. Felicity nodded her head, indicating she had,
and covered her face with her hands. “You singing”, |
suggested. “Yes’, admitted Felicity, blushing. Although
she was a member of the school’s junior choir, Felicity
was clearly not yet comfortable with sharing her voice if
unaccompanied by others. Although she may have had
a wonderful voice, Felicity had not yet mastered “the
use of the corporeal as a form of capital” (Shilling 88).
This translated, in part, to a rather diminutive position
of power for Felicity among her pre-teen peer group in
after school care. This is indicative of the way in which
the management of the body, in this case the voice

as physical capital, can be transformed into positions
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of status in the girls everyday lives as it becomes
converted into social capital (Bourdieu). The ability to
sing well was a mark of distinction in the girls’ after

school care peer group.

In order to accrue this capital a number of the
girls in the research attended singing lessons. For
example, at the beginning of the 2000 school year,
nine year old Kate began having singing lessons at the
school. Rather than having individual tuition, Kate was
learning in a small group of other girls. She told me that
her class-mate Rosa also used to be in this group but,
‘... now her Mum has put her in individual lessons. |
don’t know why. They’re more expensive but it's exactly
the same thing”. The girls were taught to sing current
pop songs such as Madison Avenue’s ‘Who the Hell Are
You? and ‘Shala La La La’ by the Vengaboys. Of all the
girls it was Rosa who had been learning for the most
time. She claimed to have “... been going to singing

lessons for four years”.

Partofthe attraction ofthese lessons, of learning
to sing pop songs, is that age-old teenybop dream of
pop-stardom (see Walkerdine). Fame is said to be “the
ultimate girl fantasy” (Hopkins 4). This seems to be
confirmed on Kate’s research tape where she sings the
words of Fame - “Baby, remember my name/ Fame”.

Pop groups like the Spice Girls, exude the impression

that any young girl could be in their position as famous
pop stars. But words like “dreams” and “fantasy” are
suggestive of a trivial connection, with links to notions
of pretence and make-believe. But if dreams of fame
are part of the girls’ singing, their practices are in
fact ‘hard work’ (Willis) and are underpinned by ‘the
human seriousness of play’ (Turner). In the girls’ play
with popular song, the pop star identity is momentarily
embodied. Their singing, then, opens up a sensual
space of becoming, a space to question “who and what

‘ am’ and could become” (Willis 11).

So now we turn to a photograph of ten year
old Emlyn posing as a pop star, becoming-pop star.
Her eyes are closed, her head leans to one side and
is tilted backwards slightly, one hand is clenched tightly
around an imaginary microphone, as she silently belts
out a nondescript pop song. The pose reminds me of
the female singer Anastacia in her music video I'm
Outta Love’. In fact, not long before this photo was
taken Emlyn had been to see a live performance by
Anastacia when the singer came to Adelaide to give
a short promotional concert. But whereas Anastacia
performs as a recognised star on the celebrity stage,
Emlyn poses in her school uniform, standing on the
bench under the shade of the school rotunda with only
a handful of girls, including myself, participating in her

performance. What is striking about this photograph is
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that it has captured one brief moment in which Emlyn’s

fantasy - a fantasy to be a pop star - was embodied.

Emlyn wanted to be a singer and she wanted
to be famous. The expression of Emlyn’s desire was
encapsulated by the persona she adopted for the
school’s ‘Book Week’ parade in which she dressed-
up and presented herself as ‘the new Britney Spears’.
Although she wanted to be a singer, Emlyn was very
particular about what she wanted to sing. Unlike some
other girls in the research, Emlyn did not participate in
the school’s junior choir because she did not like the

type of music in the choir’s repertoire. Emlyn told me:

| went to choir practice once and it was so
boring. All it was, was breathing, feaching us
how to breathe. And when we actually got to
sing something it was only ‘Kookaburra Sits in

the Old Gum Tree’, no modern stuff.

However, inthe very early stages of my research
Emlyn told me that she attended private singing lessons
at the school. “But you're not in the choir?”, | queried.
“No”, said Emlyn, “I don't like Opera and that classical
stuff’. | asked her what she sang in the lessons and
she replied, “Modern stuff”. “Like what?”, | questioned.
‘Like the Spice Girls”, she stated, matter-of-factly.

“Like the music you listen to on the radio?”, | asked.

N

s

“Yes’, she replied. “Would you like to be a singer?”, |
questioned her further. “Yes, but not wear all that make-
up”, Emlyn said. “But I'd like to put out a CD and stuff’,
she added.

But for Emlyn, the fantasy of being a famous
pop star was cruelly shattered. Not long into the third
school term Emlyn said to me, “My singing teacher
wrote in my report that | was crap, that | can't sing,
so now Dad won't let me go to singing lessons any
more”. Emlyn had only been receiving lessons since
the beginning of the school year. She explained to me
that, “It's hard singing with the piano because it doesn’t
sound like the CD”. “Do you still sing at home?”, | asked
her, and she answered, “No, because | don't have a CD
player”. “But you've got CDs”, | said. “That’s why | can
never play them”, Emlyn replied, “I only have a radio”.
However on a visit to her home | had seen a stereo
system in the kitchen/ living area so | queried, “But you
have a CD player in the house?”. “Yeah”, said Emlyn,
“But I can sing fine when I'm on my own, but | sing crap

when there’s another person there”.

Being told that she was not a competent singer
meant Emlyn had to quickly re-negotiate her dreams
and desires. A week later she asked me, “Do you want
to be famous?”. “Do you?’, | immediately questioned

back. “Yeah, | want to be an actress because anyone

N
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can learn to be an actress”, and then she added quietly,
“I'd rather be a singer, but | can’t sing”. Being told she
did not have the ability to sing did not necessarily mean
that Emlyn would discontinue any fantasy of being a pop
star. [t was more likely that this identity, explored in play,
had been repositioned rather than having been given
up entirely. But for Emlyn this fantasy now highlighted
the acquisition of “envied skills and success” (Sharpe
91).

Indeed, after being told her singing abilities
lacked sufficient merit, Emlyn began questioning her
previous pop aspirations. She said to me: “I can't
believe when | was six | thought | was going to be a
pop star. My brother was even my manager. | must
have been getting desperate. | really believed | would
be a pop star. How stupid was 1?” Emlyn also became
far more critical of the singing abilities of others. In
terms of pop stars, she expressed that: for Christina
Aguilera “all her songs are the same, she screeches”;
and although she thought Britney Spears’ voice was
overall “funky”, of the song ‘Lucky’ she said: “Its ok, but
gets a bit annoying. She can't really sing in it. It shows

she has quite a weak voice”.

Although Emlyn had been told that she was
not a good singer by her voice coach, she retained

her enjoyment of singing. In fact, on the final day of

fieldwork she confided in me that, “I'm going to leave
school when I'm sixteen and join a record company
and become a singer”. Over the course of the final two
terms at school Emlyn had refocused and gained a new
confidence in her voice. She again began testing out
her singing skills around others - and this was where
troubles arose. Most noticeable was the conflict which
developed between Emlyn and Rosa over the relative
merits of their voices. On one occasion when Emlyn
was singing Bardot's ‘Poison’ Rosa looked at Emlyn,
then looked at me with her nose turned up, then she
rolled her eyes, before looking the other way. Another
time, it was Rosa who was singing and Emlyn kept
joining in. Each time she did this, Rosa would stop
singing and simply glare at Emlyn - a real ‘How dare

she’ look.

But the girls’ feelings were mutual. In the final
days of my fieldwork Emlyn was talking to me about a
number of newly released songs that she had recently
heard. She then proceeded to sing one of these songs,
Wheatus’ ‘Teenage Dirtbag’. Sitting on the other side of
me was Rosa. She was a big fan of this particular song
and couldn't resist joining in. However, about halfway
through Rosa stopped and whispered to me, “Doesn't
Emlyn know she can't sing?”. Once Emlyn had finished,
Rosa started to sing the song again, only on her own

this time. This prompted Emlyn to whisper in my other
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ear, “Does she really take singing lessons?”, screwing
her face up in disgust. In this e-mail from Emlyn that
| received the year following the fieldwork, a similar

sentiment is expressed:

Rosa must be in the playground because i can't
here her vibrating sounds of what she calls
SINGING [and i am not joking and what the rest
of us call

‘SHUT UP”

On occasions like these the struggle for capital
amongst the girls became particularly obvious and

resonated with a certain intensity.

By going ‘behind the scenes’ of young girls
musical practices like this, we find that what is ‘behind
the practices’ is serious play. As the above examples
have demonstrated, the girls’ investments in mastering
the voice constituted hard work. Singing (and its
associated capital) was struggled over by the girls to
consolidate their position (of power or dominance)
in the peer group. However, it seems that for some
girls, no matter how much time and effort they put in
to developing the physical capital of the voice, there
was always the risk that it would not be sufficiently
appreciated or valued by others. These are the risks

involved in becoming-pop star.
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Popular Music and the End of Apartheid: The Case of Kwaito

Christopher Ballantine

n February 1990, in the very week that the

apartheid government announced the release of
Nelson Mandela and the unbanning of the ANC, an
extraordinary document surfaced in the South African
press. It was written by Albie Sachs, one of the senior
intellectuals within the African National Congress
(ANC). Referring to role that the arts had played in
the struggle against apartheid, Sachs put forward a
scandalous idea. “The first proposition | make”, he said,
‘is that our members should be banned from saying
that culture is a weapon of struggle. | suggest a period
of, say, five years.” Sachs urged musicians and other
artists to “shake off the gravity of their anguish and
break free from the solemn formulas of commitment”;
and he asked them to remember that the anti-apartheid
struggle was “for the right to express our humanity in
all its forms, including our sense of fun and capacity for
love.” Indeed, he asked, “what about love? [...] Can it
be that once we join the ANC we do not make love any
more, that when the comrades go to bed they discuss
the role of the white working-class?” (19-21).
There’s no surprise in the fact that this document caused
an uproar. As one activist responded, “How can we write
poems about the beauty of the Valley of a Thousand

Hills when blood is being spilt in the streets, when

our sons come home and give the score of the dead,
seven for us and three for them, like a football result?”
(Sachs 147). But this was a revolutionary moment, as
Sachs understood: the title he gave to his document
was “Preparing Ourselves for Freedom.” Young people
had played a crucial role in the anti-apartheid struggle,
commonly at the expense of their own childhood and
youth; and when democracy finally arrived in 1994,
they avidly started reclaiming their youth and seeking

to live out their new freedoms.

One of the most vivid signs of this dramatic turn
was the rapid appearance of a new, locally composed
dance music. Among its most striking prerequisites
were the ready availability of modern sound-production
technology, an interest in international house music,
and an identification with aspects of hip-hop culture. At
dance events, DJs began to slow down house tracks
from 120 beats per minute to around 100; soon they
added a layer of keyboard and percussion, plus new
lyrics — though usually these lyrics were chanted, rather
than sung or rapped. Local musicians then began to
make their own CDs in this style - but record companies
spurned the products, believing that the new music

was just a passing fad. So at first the CDs were sold on




35

the streets, or from the trunk of a car. Later a number
of black-owned record companies sprang up, with the
specific aim of producing and marketing this music. By
the time the new style became the dominant force on
the South African scene, everyone knew its name: they
called it kwaito.

This music came to see itself as the idiom that
quintessentially represented the aspirations and the
freedoms of the new social order. But what was this
new order? What were its features? Political freedom,
of course, was one. Another feature, much less
attractive, is identified by the now familiar criticism that
the state actively fostered the growth of a new elite —as
a priority. Ostentatious, self-obsessed and massively
acquisitive, this new elite benefited directly from official
policy, particularly after 1996, when the government
adopted a neo-liberal, macro-economic outlook of
almost Thatcherian proportions. Kwaito moved to this
beat. Certainly it shook off the “gravity and anguish” of
the struggle era, as Sachs had proposed. But it also
turned hedonistic, and embraced the flashy tokens of
huge personal wealth; one of the record labels, in fact,
is named Mo’ nyuku, meaning “more money”. Another
social feature was that as crime spiralled to crisis levels
and the criminal justice system struggled to cope, a
perception grew that crime and corruption do pay; and
this added value to much older tendencies to glamorise

the gangster lifestyle. The very name “kwaito” is relevant

here. Kwaai is an Afrikaans word meaning angry; on
the street, kwaai has come to mean cool, bad, wicked:
and in the 1970s and 80s Soweto was terrorized by a
notorious gang called the amaKwaito — meaning “The
Bad Ones’, or “The Wicked Ones’. Gangsters spoke,
and still speak, a coded patois known as tsotsi-taal;
in the songs of many kwaito groups, this became the

language of choice.

Of course, none of this was exactly what Albie
Sachs had had in mind. Not surprisingly, characteristics
such as these have brought kwaito an unwelcome
notoriety. No less a figure than South African president
Thabo Mbeki has urged the youth of his party to
beware of what he called the “distraction of kwaito”
(qtd. in Jubasi). Here’s an example of the sort of self-
regarding, anti-social and unashamedly sexist kwaito

that Mbeki undoubtedly had in mind:

Thebe, “Bhek’indaba Zako” [Mind your own
business]

[Translated excerpt:]

| screw girls

You get jealous of me

1 go for cars

You say it's a Jo'burg style
| screw girls

You make me crazy
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I'm just grooving
And you are looking at me

| control everything!

There’s enough reason for Mbeki's concern.
Apathetic and largely depoliticised, only a quarter of
South Africa’s youth voted in the December 2000 local-
government elections (qtd. in Jubasi). Yet kwaito is
hardly the culprit. In the words of one youth leader, the
problem is rather that “we still go to bed hungry, our
parents have no jobs, and now they charge us huge
amounts for water and electricity.” Another deflected
the blame back to Mbeki himself: the president, he said,
has a “disastrous view on HIV/AIDS,” a view “which is
killing young people” (ibid.)

Now there’s an important paradox here. These
disillusioned and angry young people -who still go
to bed hungry, whose parents have no jobs, whose
families and friends are dying of AIDS, and who, after
such a long and bloody struggle for the vote, now fail
to vote — these young people are also the audience for
kwaito. How then is kwaito their music? How might it
speak to their concerns? For an answer, we have to
turn to a rather different tendency within the genre.
Since 1994, unemployment has soared to around 40
per cent, there’s been little progress in the alleviation
of poverty, crime is rampant and the AIDS pandemic

is out of control. In keeping with these experiences, a

J

mature and critical voice has developed within kwaito;
this voice has grown in strength and accomplishment,
so that today many of the most interesting and popular
kwaito releases are associated with it. Some of these
take aim directly at the anti-social values advocated by
pieces like the one you have just heard.

For example, there is a category of songs that stresses
what we might call an ethics of accountability. These
songs emphasize, say, the importance of work — or of
personal responsibility, as in the song that declaims,
“Every frog jumps for itself: who do you think will jump
for you? / Every lion hunts for itself: who do you think
will hunt for you? / Who is supposed to die now: me or
you?” (M'du, “50/50”). For another category of kwaito
songs, crime is a matter of intense concern. Leading
singer M'du, for example, has a song that paints a
bleak picture of crime and its consequences. Linked to
the sounds of violent explosions, breaking glass, and
sirens, the song is a restrained, monotonal chant, built
over a dirge-like ground bass. Accompanied by a hint
of a tolling bell, this dance moves almost like a funeral

march:

M’du, “Bab’ ugovernment” [Father government]

[Translated excerpt:]
Father government! We are fired of stealing
cars

Now s the time to stop this crime and live a




normal life

Just like anybody else

Father government! We don't like being here
behind bars

The boss is calling us: Six o'clock! But we need
fo sleep

We like fighting

Life like this is not good

Friaay afternoon, 12 o'clock, it's hot, hot

The brain is weak, | cannot think clearly

When | open the fridge, it's empty, only water
inside

When the kids see me. “We want breaad!”

When my mother sees me. “Go and look for a
job!”

When my girlfriend sees me: “You're useless!”

When we hide behind corners we are thinking
We don't want always to be running away from
the police

We want a brighter future

When we hide behind corners we are thinking

We don't want to be wantead, always on the run

Given enough opportunities we can go forwara,

sure thing!
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How is that? how is that? how is that?
How is that, guys? how is that?
We must be able fo think when there is hunger

in the family!

In other categories, there are songs that
rail against the attitudes of the new elite and their
presumption of superiority; or that condemn violence
against women; or that seek to raise public awareness
of AIDS; or that speak of moral decay and social
disintegration. Bongo Maffin, a leading kwaito group,
explicitly address the country’s youth in a song that
asks: “Black child where are you heading? / [...]You
scare me: you rape women / You kill your own brothers.
[[...] You're trying to rule /[....] If you don't respect your
customs / You won't make it, black child” (Bongo Maffin,
“‘Azania”).

But perhaps the most remarkable aspect of all these
songs is just how much of their work of criticism they
entrust to music. More specifically: as part of their
strategy of admonition, these kwaito songs frequently
make direct reference to other musical styles and
idioms, specifically those that lie some distance outside
kwaito's own musical conventions. Inanutshell, what we
might call “foreign” musical elements are imported into
particular kwaito songs for their normative significance.
Because of the associations carried from their home

domains, these imported “vehicles of meaning” (to use
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Clifford Geertz's term) can do particular kinds of work
in their new, unfamiliar kwaito contexts. This practice is
now so prevalent that it seems set to become part of
the genre’s own self-definition. What's more, | think it's
unprecedented in South African popular music.

Let me give some examples. Critical kwaito artists
frequentlymakeexplicitallusionstoso-called “traditional”
music; in so doing, they associate the gravitas of local
cultural knowledge with whatever point the lyrics are
trying to make. For instance, there’s a song where
M'du identifies a social flaw and offers a rebuke; but far
from depending on lyrics alone, he includes a number
of features loosely derived from so-called “traditional”
music: monotonal trumpets (evocative of those of the
Shembe church), non-simultaneous entries of parts, the
responsorial singing of short cyclical fragments whose
beginnings and endings overlap, vocal harmonisations
in fourths and fifths, and a pounding drumming style.
These evoke the historic authority of the communal,
and seek to give the claims of the song a sense of

“authentic” social morality:

M’du, “Ku Hemba” [Telling lies]

And in a passionate song calling for a peaceful and
non-racial future, the group Boom Shaka accomplish
an extraordinary fusion of kwaito and the Zulu migrant-
worker idiom known as maskanda. The lyrics make no

reference tothe longandbitter history oflabour migrancy;

but the music does, at least allusively. By incorporating
popular maskanda musician Hash'elimhlophe, the
song accesses a register with powerful connotations.
Not only does this widen the song’s public reach; it
also deepens the meaning of the lyrics by tapping into
popular memory. Significantly, the song’s title means

“‘Hold each other”:

Boom Shaka, “Bambanani” [Hold each other]

In modern kwaito these complex hybrids involve a
surprisingly wide range of extraneous idioms - for
instance precolonial music, local popular music of the
1950s, protest music of the apartheid era, Western
popular music, gospel, jazz, Classical music, and
ethnically marked music from other parts of the globe.
And because the contexts change, and because
opportunities for multiple combinations abound,
the range of significations expands exponentially.
Extraneous idioms are blended into kwaito songs for
irony, or to connote transgression, or as figures in a
symbolic enactment of integration, or as tokens of a
newfound freedom, or as celebrations of alternative
identities. After the dark years of apartheid, these
idioms participate in kwaito’s joyous acts of reclaiming,
reconnecting and renewal. TKZee, for example, have
an album (Trinity) that is a jubilant, triumphal celebration
of South Africa’s reintegration into the world. The album

sets off explosively, like a firecracker, with soaring




39

“strings” and an “orchestral” sound that connotes a
mood of swelling pride. We quickly become aware of
a range of very diverse musical sources — but here
they've been integrated, in a context that announces
a joyous, post-apartheid internationalism. The music
invites us to think about South Africa in the world: so
there are musical icons for the “West’, the “USA’,
‘India”, and of course “South Africa” itself (thanks to re-
recorded elements of the Savuka song “Ibhola Lethu”
[Our football], originally written for the World Cup). Over
the course of the album, the musical references keep
piling up, in an almost swaggering assertion of freedom,
autonomy, and sophistication. TKZee's international
sources here include gospel singer Andrae Crouch,
soul singer Lisa Stansfield, George Michael and his
group Wham!, Dennis Edwards of the Temptations,
and several others - plus a number of local idioms.
As one of these songs puts it, “The world is yours, the
world is mine.”

Even more remarkable perhaps — and certainly easier
to illustrate in a short exerpt — is the very recent award-
winning album by Kabelo, on which he exhorts listeners
to take responsibility, have pride, seize the moment,
make plans, achieve goals. “l can be what | want / You
can be what you want”, he sings; and the chameleon-
like changes within the album’s stylistic hybrids illustrate
the point musically. Here, briefly, is one of them: a

hyphenated identity we might call “kwaito-jazz":

Kabelo, “Diepkloof”’

Perhaps surprisingly, Classical music is a frequent
interloper: it’s often drawn into the kwaito mix because
its connotations of “educated seriousness” are deemed
useful in the emphasis of particular points. The group
TKZee, forinstance, use extensive Classical references
to buttress their textual subversion of a narrow, asocial
hedonism. As you will hear in this example, their
allusion to Baroque stylistics includes a ground bass,

and multiple counterpoints:

TKZee, “Come Intro”

South Africa today is a dynamic young democracy, full
of achievement but also struggling with old legacies
and new problems. In case we had any doubt about
that, the practices of kwaito a decade into the new
order make it very plain. But they also show - to return
to where | began - that there is still important work to
do before South Africans can, or should, fully let go of
the idea that music is a “weapon of struggle”. Perhaps
that also has some relevance to other places, and other

struggles.
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Focus Shift: An Essay On the Overlooked Musical Influences in Québec Popular Chanson

of the 1960s

Luc Bellemare

nthe changing Québec of the 1960s, chanson entered

agolden age as itbecame more politically and socially
engaged than ever before. Indeed, while intelligentsia
was especially worried that French language would be
assimilated to North America, the genre undoubtedly
contributed to reveal a Québec identity - meaning
“not Canadian”. This being said, when we look at the
literature discussing Québec chanson of that period, we
notice that the artists and recordings of the era have
been clearly divided in two main categories: (1)the
Chansonniers (Félix Leclerc, Raymond Lévesque,
Claude Léveillée, Gilles Vigneault, etc.), and (2) the
Yé-yé (Les Classels, Les Mégatones, Les Sultans, but
also Michel Louvain, Michéle Richard, etc.p. It seems
that history has judged these two distinct Québec
chanson aesthetics of the 1960s almost exclusively on
the basis of a literary-sociological paradigm. Whereas
the aesthetic of Chansonniers were mainly concerned
with “good” patriotic and poetical French lyrics, generally
limiting the musical accompaniment to an acoustic
guitar or a piano, Yé-yé would rather focus on playing a
‘bad” dance and entertainment music gathering youth,

thus giving very little attention to the lyrics®.

The fact that musicologists’ attention is
traditionally focussed on the classical and folklore
repertoires is one explanation to the literary-sociological
hegemony in francophone chanson studies. Because
music scholars have been likely uninterestedin the study
of Québec mainstream chanson until the last few years,
the musical dimension has been mostly overlooked in
all Québec chanson répertoire of early 1960s, thus
advantaging Chansonniers over Yé-yé. However, and
through IASPM, the growth of Popular Music Studies
and scholar study of chanson is in progress. Today,
most scholars interested in chanson have agreed on
the interdisciplinary nature of any research that would
pretend to some kind of exhaustive results*. So to say,
a contemporary chanson analysis has to consider the
written score, the live performance of lyrics and music,
the implications brought by the recording process,
and the image(s) mediated by the artist (e.g. “look’,
videoclip, album sleeves, etc.), all of this in addition to
the context and the written lyrics’ perspectives - which
respectively correspond to the “traditional” sociological
and literary contributions. Of course, | cannot pretend

to dealing in the present article with this whole program

N
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for all of Québec chanson released in the 1960s.
Modestly, (1) | will discuss the ambiguities with
the definitions Chansonniers - Yé-yé, (2) | will point out
artists that doesn't fit the simple dichotomy, (3) I will talk
shortly about critiques made against Yé-yé, and finally,
(4) I will conclude by putting forward hypotheses to the

musical influences behind 1960s Québec chanson.

Definitions of Chansonniers - Yé-yé

If the separation between Chansonniers and
Yé-yé appears evident in the literature and the media
(newspaper clippings, magazines, etc.), the lack of
precision with the definitions actually given to these
two categories seems flagrant. In this sense, | intend to
suggest here that both of these categories are not as
monolithic as history has led us to believe.

On the one hand, the Chansonnier: the
prestigious French language dictionary Robert defines
it as a “person that composes or improvises satirical
chansons or monologues™. Strictly speaking, this
definition excludes almost all of Yé-yé, for this aesthetic
rarely includes explicit social or political critiques®.
However, we have a problem since the very same
definition does not fit important parts of the so-called
Chansonniers répertoire (e.g. most of the chansons by
Félix Leclerc, Claude Léveillée, Jean-Pierre Ferland,
and a lot of Gilles Vigneault's, to name a few”). And

while the limited perspective of such a definition would

literally exclude all Québec chansons of the 1960s that
are not socially or politically engaged, its broad meaning
could include as “Chansonnier” all the social critiques
or engaged °‘monologues” by non-singing poets,
theatre actors and stand-ups of the period (e.g. Yvon
Deschamps, Jean-Guy Moreau) - not even talking of the
non-French-speaking ones! One has to remember that
the Chansonnier movement became only progressively
engaged on a political level for the independence of
Québec.

Now let's assume that | leave behind the
definition provided by the Robert (which is a France
reference dictionary) for a French Québec authority
— the Multidictionnaire de la langue frangaise by Marie-
Eva de Villers. The first Chansonnier definition proposed
is exactly the same, but there is a second one specific
to Québec: “Person that performs its own chansons™.
Unfortunately, if the first definition was too exclusive,
this new one is definitely too inclusive, for it could fit the
members of quite a few Yé-yé bands that compose their
own chansons®.

Oversimplifying the problem by making the
Chansonnier a synonym for singer-songwriter (or in
French,author-composer-performer[auteur-compositeur-
interpréte]) adds up new difficulties, for it does not allow
us to tell apart the French Québec, the France and the
Anglo-Saxon so-called “singer-songwriter”. Moreover,

and from an interdisciplinary standpoint, the simplification

J/
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leaves behind both the mediation of image and the
significance of the recording process, the latter being an
aspect that musicology currently explorese.

The Québec lyric author Stéphane Venne
also gives an attempt to define the Chansonnier: “The
chansonnier has to be young. He has not chosen to
make chansons but he has somehow got a kind of
vocation for it. He gives a special-effect-free show
in a small and simple room, and with a minimum of
musicians. In the best circumstances, he plays alone,
accompanying himself only with a guitar or a piano. He
is a little clumsy on stage, but the lyrics and the music of
the chansons he performs are generally its own. Finally,
he should talk at the first person™". First, one might
notice that all of this is strangely alike the folk singer-
songwriters of the US, a style that is easy to tell apart
from chanson from an aural perspective. In addition,
the so-called “Chansonnier vocation” sounds like a
rhetorical way to elevate those artists as consecrated
geniuses, always over Yé-yé. And again, if this definition
of the Chansonnier gives a better abstract image of the
artist, the live-performance-centered character of the
definition still underestimates the role of the recording

process.

Definitions of Yé-yé

If nothing is said about it in the France Robert

(although the style existed in France as a synonym

N

A

for variety - a wider meaning than in Québec), there
is one definition in the Québec Multidictionnaire: Yé-
yé: “Style of a chanson in trend at the beginning of the
1960s™'2. This general definition surely recovers the Yé-
yé bands’ aesthetic, but the absence of details could
let us include others styles such as folklore, country-
western, and crooning - all similar in some way to Yé-
yé with the lyrics but not with the music. The definition
could even touch some Chansonniers that were also
“in trend” among Québec youth at the beginning of the
1960s, like the Bozos that opened the first “Boites a
chansons™®.

We have then to precise the criteria. Richard
Baillargeon, an historian specialized in Yé-yé, defines
it as an energic, noisy, and rebel music for youth that
is strongly influenced by Rock and Roll, soul, surf, cha-
cha, samba, and chanson frangaise. He also separates
the Yé-yé era in three periods: the instrumental period
- influenced by west coast surf music (1962-1964); the
commercial period - after the Beatlemania (1964-1965);
and the marginal period - close to psychedelic music
(1965-1967). Here, Baillargeon is specifically referring
to Yé-yé bands that covered in French the Anglo-Saxon

music.

First conclusion

After the 1960s, history has not denied the

growing importance of the musical dimension in
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Queébec chanson. Paradoxically, Chansonnier is still a
polysemic word: nowadays, it refers author-composer-
performer [auteur-compositeur-interpréte] as well as to
a person that performs the chansons of other artists
with an acoustic guitar in a bar - no matter if they are
francophone or anglophone™. This short discussion
about definitions is only an indication that there is more
research to be done, especially regarding the artists
out of the canon in both aesthetics - Chansonniers and

Yé-yé.

Off the beaten tracks

For the purpose of the discussion, let's assume
now that the canonical figures of both Chansonniers and
Yé-yé have been “perfectly” categorized by history®s. In
fact, we still know very little about all the other artists in
the era - they are a majority -but also about their social
and political impacts in Québec. According to The
Canadian Encyclopedia (article “Chansonniers”), they
were more than 2000 people to audition for a place in
the numerous “Boites & chansons” of the 1960s. On
another hand, Baillargeon said that there were more
than 500 Yé-yé bands and that at least 50 of them had a
successful career - all of this notincluding the solo artists
playing other musical styles. In a social perspective, we
know that Chansonniers gathered a few thousands of
people - a community mostly composed of intellectuals

and university fellows from the “cours classique”. On

-

the other side, Yé-yé gathered about a million people
out of a 5 M population in La belle province at that time
- mostly young people aged between 15 and 25.

Apart from the well known figure in both
categories, we find easily other artists that have
tended to be classified by history on one side or
another mostly according to the content of the lyrics
they sang. Nonetheless, and following what | have
mentioned in my introduction, some classification
problems emerge when enlarging the paradigm from
a literary-sociological approach to an interdisciplinary
approach -notably including musicology. | have
singled out a few obvious examples to illustrate my
view.

First, performersingers suchas Pauline Julien,
Monique Leyrac and Monique Miville-Deschénes
have covered iconic Chansonniers, and have been
closely associated to the Chansonnier movement.
However, they seldom composed and performed
their own chansons, a sine qua non condition to be
considered Chansonnier in the 1960s.

To mention another example, and according
to the definition given by the Québec lyrics author
Stéphane Venne, a singer and guitarist like Paolo Noél
has all the appearing characteristics of a Chansonnier:
he sings its own songs on stage accompanying himself
with an acoustic guitar and expressing the beauty of

the nature (the sea in its case). The only missing thing
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seems to be an engaged poetry for the lyrics content,
which makes him more closely associated with the
Yé-yé.

There are also people situated exactly in
between: after having its own rock and roll bands in
the 1950s (the Rock and Roll Kids, The Midnighters),
Jacques Michel wrote for the Yé-yé band Les Lutins

(“Monsieur le robot”, “Roquet belles oreilles”) but
he became a great Chansonnier in the 1970s. In
the years 2000s, his chansons have been closely
associated with Star Académie, the Québec equivalent
to American Idol. Tex Lecor is another example of the
in-between, since he opened “Boites a chansons’
and wrote both serious and light-folklore-orientated
chansons. He composed “Gogo Trudeau” for the
Sinners, an engaged song for a Yé-yé band, and “La
Bolduc 68" for Marthe Fleurant, an artist associated
to folklore that covered Vigneault and Brassens -
Chansonnier - as well as Québec country-western idol
such as Soldat Lebrun and Paul Brunelle.

As an open conclusion to this section, here
are a few more artists that remain difficult to classify
precisely as Chansonniers or Yé-yé during the 1960s:
Jacques Labrecque, Claude Dubois, Les Alexandrins,
Les Cailloux, Jacqueline Lemay, Ginette Ravel, Piére
Sénécal, Guylaine Guy, Marc Gélinas, Lucien Hétu,
Jen Roger, Dean Edwards, Roger Miron, André

Sylvain, André Lejeune, Ginette Reno, Raoul Roy,

Eric, Pierre Perpall, Daniel Guérard, Gilles Brown,
Tony Massarelli, Shirley Théroux, Johnny Farago,

Denise Brousseau, etc.

What'’s the problem?

In short, what have Chansonniers exactly said
against Yé-yé - meaning all the music that was not
Chansonnier in their eyes - to be advantaged over them?
Is it the fact that their music was all about stupid and
repetitive love texts? Or the fact that they were generally
limiting themselves to cover songs by Anglo-Saxon
artists - without any creativity? Let's look closer to these
assumptions.

First of all, Chansonniers have not always been
the “great emblematic, iconic and respected poets” they
are today in French Québec. As I've pointed out earlier,
their popularity was originally limited - a few thousands of
people - comparedto Yé-yé’s-amillion. During the 1960’s,
the Chansonnier Félix Leclerc literally remained in the
shade of the other Chansonniers that he had somehow
inspired. The political engagement that characterizes
its work came only after October 1970. To take another
example, Raymond Lévesque was severely critiqued for
its use of “joual”, the Québec slang. Because of that, its
success in France remained limited after Félix Leclerc’s.
One also has to remember that in 1960, the beginning
Chansonnier Gilles Vigneault made a scandal with the

abject language of its first chanson (“Jos Monferrand”)e.
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In my eyes, there is no discriminative judgment
that stands for the treatment of a love subject in
repetitive texts and music. From opera airs in Art Music,
to chanson francaise and Anglo-Saxon hits, love has
inspired thousands of anthology chansons and songs.
Evensome of the greatest hits by Québec Chansonniers
are repetitive love songs (“Le doux chagrin” by Gilles
Vigneault, “Quand les hommes vivront d’amour” by
Raymond Lévesque, “Notre sentier” by Félix Leclerc,
etc.). Sometimes, repetition even becomes a matter of
meaning for Chansonniers (‘God is an American” by
Jean-Pierre Ferland) as well as in Yé-yé (“Québécois”
by La revolution frangaise [Les Sinners]).

Covering chansons is not either a justification
for a discrediting critique. As | said, performers such
as Monique Miville-Deschénes, Monique Leyrac and
Pauline Julien owe their name to the Chansonnier
répertoire they covered. Curiously, a few labelled Yé-yé
artists (Les Quidams, Les Bel-Canto) have also covered
Chansonniers without to achieve such a success after
several decades. And if Chansonniers have not been
turned down for covering their pairs’ répertoire, Yé-yé
artists have never been really recognized for the few
original compositions they have realized.

If the form of political engagement sang by
Chansonniers is unique to Québec, the simple idea
to support an ideology with chanson is developing in

France (Brassens, Ferré), and even maybe more in

the US with the Civil Right Movement that folk singer-
songwriter have defended - Bob Dylan has been
identified as the iconic figure of this movement. The
Québec Chansonniers Gilles Vigneault acknowledged
the influence of Dylan, and he composed “Chanson
pour Bob Dylan” on the album Le temps qu'il fait sur
mon pays (1971).

When we argue that Yé-yé's aesthetic is
founded on US music, we forget that it is also the case
forChansonniers’ aesthetic. Before Révolutiontranquille
of the 1960s Québec, popular music influences can be
summarized as follow: a) French, Irish and Scottish
Oscar

folklores-chansons-dances

Thiffault, Madame Bolduc - Joseph Allard, Ti-Jean

(Ovila  Légaré,

Carignan); b) chanson frangaise (Henri Cartal, Alfred
Fertinel) c) classical music (Eva Gauthier, La bonne
chanson, the Trio Lyrique with Lionel Daunais); d) jazz,
blues, contemporary US Popular Music of Tin Pan Alley
- crooning - (Fernand Perron, Robert L'Herbier, Fernand
Robidoux); ) country-western (Soldat Lebrun, Willie
Lamothe); and f) a little South American music (Alys
Robi).

In the 1960s, the rock and roll bands - called
Yé-yé - followed the influence of rockabilly, which
itself came from a mixture of rhythm and blues, Jazz,
“electrified” country-western (steel guitar) and South
American influences. For the Chansonniers, it is

plausible to believe that the use of acoustic guitar as

N
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accompaniment emerged mostly from the influence
of US Blues and country-western music styles'.
Probably coming from the South American Spanish
colonies, acoustic guitar was not important in North
America until the 19th century - with the rise of peasant
blues, country-western and jazz (popular music of
the time). From the 1920s to the 1950s, those music
massively came to Québec through radio, 78 rpm and
concert tours. Of course, Chansonniers have also been
influenced by classical music and chanson frangaise
(although Leclerc influenced Brassens, Brel, and many
others both in France and in Québec), but it remains
bizarre - although probably workable - to think of a
comparison between Félix Leclerc and Jimmie Rodgers

or Woodie Guthrie.

Conclusion: What solution?

In conclusion, | wish to build from the traditional
Chansonniers — Yé-yé separation in 1960s’ Québec
chanson history. An easy way to do so is to establish five
musical styles to help out in the process of classifying
the musical influences of all the artists mentioned:
(1) French folk musicians - the Chansonniers singing
engaged poetry (Gilles Vigneault, Raymond Lévesque);
(2) rock and roll bands - the Yé-yé bands (Les Sinners,
Les Bel-Canto, Les Lutins); (3) crooning influenced solo
artists (Michel Louvain, Michéle Richard); (4) traditional

folklore performers (Les Cailloux, Pierre Daigneault);

and (5) country-western musicians (Paul Brunelle,
Willie Lamothe, Bobby Hachez). We easily observe that
if the Chansonnier style is clear on the lyrics level, it is
far more eclectic on musical and performance levels.
Of course, this modest musicological contribution is
only constituted of a few hypotheses that could form a
solution to the definitions and lack of research problems
that | have observed.

‘Infurther research, one would have to know more about
the whole répertoire - all the forgotten artists off the
beaten tracks -, the context in which the phenomenon
evolved, and fundamentally, to define the kind of
engagement more accurately: after all, singing French
in North America could stand as a political statement,
thus making the Yé-yé socially engaged! The Québec
Chansonnier Gilles Vigneault once said [quotation]:
“Things are more what we make them than what
they really are™e. The sentence brings us back to the
dichotomy “created” around Chansonniers and Yé-yé
in 1960s’ Québec chanson history - that | mentioned in
the introduction of my presentation - but it also appeals
to the way my paper questions 1960s’ Québec chanson
history from the musicologist’s perspective. However, if
| only have a partial solution to offer, | do believe that
the more perspectives of the same history we will have,

the best will be the results of an interdisciplinary work.
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Endnotes

1. The other main Chansonnier artists identified in the
Québec of that era are Jean-Pierre Ferland, Clémence
DesRochers, Claude Gauthier, Georges Dor, Jacques
Blanchet, Pierre Létourneau, Pierre Calvé, Jean-Paul

Filion and Hervé Brousseau.

2. Other important Yé-yé bands identified include
Les Baronets, César et les romains, Les Jérolas, Les
Sinners, Les Hou-Lops, Les Lutins, Les Excentriques,
Les Habits jaunes, Les Miladys, Les Chanceliers, Les
Aristocrates and a few more. There are also a good
number of solo artists that have been closely associated
to Yé-yé: Pierre Lalonde (from Jeunesse d'aujourd’hui,
on TV), Tony Roman, Donald Lautrec, Joél Denis,

Patrick Zabg, etc.

3. Tomentionafew sources thatendorse the “superiority”
of Chansonniers over Yé-yé at different levels, see
the periodical Liberté, July-august 1966; Maillé 1969;
L'Herbier 1974; Normand 1981; and Giroux et al.,
1984, 1985, 1993, 1996, 1999; Roy, 1977, 1978, 1991.
The Canadian Encyclopedia online provides articles

EE ]

entitled “Chanson in Quebec”, “Chansonniers”, “Boites
a chansons” and others dedicated to emblematic
Chansonnier figures, but barely nothing about Yé-yé.

However, a few works will insist on studying carefully

Yé-yé: see Baillargeon, Coté, 1991; Line Grenier 1992;
Thérien, D'Amours, 1992; Chamberland 2002, De
Surmont 2004, and Baillargeon et al. 2005.

4. About contemporary theoretical approaches to
chanson, see among others Calvet 1974, Hennion
1981, Giroux etal. 1993, Hirschi 1995, Dufays, Maingain
1996, Beaumont-James 1999, and Melangon 1999.

5. Chansonnier: “Personne qui compose ou improvise
des chansons ou des monologues satiriques”. My

translation.

6. A few exceptions are Les Sinners (La Révolution
francaise) with “Québécois” and Les Scarabées
with “Le Coeur de mon pays’. There are also a few
Yé-yé bands covering chansons of the Chansonnier
répertoire: Les Quidams, Les Bel-Canto. However, the
opposite - Chansonniers performing Yé-yé - seems not

to be true.

7. The chanson “Le grand six pieds” (1961) by Claude
Gauthier provides a good example of ambiguities with
Québec nationalism across the 1960s: we can see
the lyrics go from “nationalité canadienne-frangaise”
to “nationalité québécoise-francaise”, and finally to
“nationalité québécoise”. Later in the decade, we have

to mention “Québec mon pays” (1965) and “Bozo-les-
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culottes” (1967) by Raymond Lévesque among the first
few politically engaged Québec chansons. However,
nothing seems explicitly engaged on a political level
with Félix Leclerc before the events of October 1970.
Following this idea, if Gilles Vigneault sings “Mon pays”
(1965) and a few other chansons, its engagement is
much clearer in the 1970s (“Lettre de Ti-Cul Lachance
a son premier sous-ministre”). And moreover, nothing
seems explicitly engaged on a political level with Claude
Léveillée, Clémence DesRochers, or Jacques Blanchet
during the 1960s. Finally, Jean-Pierre Ferland gives
Jaune (1970) only after seeing I'Osstidcho by Robert

Charlebois, Louise Forestier, Yvon Deschamps and cie.

8. Chansonnier (Québec): “Personne qui interpréte ses
propres chansons. Félix Leclerc était un merveilleux
chansonnier”. Multidictionnaire de la langue frangaise.

My translation.

9. Let's just think of Denis Champoux from Les
Mégatones: “Voici les mégatones”; Jérome Lemay from
Les Jérolas: “Méo Penché”; Frangois Guy from the
Sinners: “Québécois”; Simon Brouillard from Les Lutins:
“Laissez-nous vivre”; the duo Bolduc-Letarte from Les

Bel-Canto: “Découragé”, to mention a few examples.

10. About this issue in musicology, see Lacasse (2005a
and 2005b).

~

11. “Le chansonnier doit étre jeune, n'avoir pas
choisi de faire de la chanson mais y avoir plutét une
espece de vocation, il doit donner son spectacle ‘sans
artifice’, dans un cadre le plus dépouillé possible,
avec le minimum de musiciens, idéalement sans autre
accompagnateur que lui-méme a la guitare ou au piano,
il est un peu lourdaud sur scene et, principalement,
il doit avoir composé les paroles et la musique des
chansons qu'il interpréte, et y parler préférablement a
la premiére personne.”, Stéphane Venne, in Parti Pris

(January 1965). My translation.

12. Yé-yé: “Se dit d'un style de chanson & la mode
au début des années soixante. Le yé-yé estl
démodé?”. Multidictionnaire de la langue francaise. My

translation.

13. Jean-Pierre Ferland, Claude Léveillée, Raymond
Lévesque, Jacques Blanchet, Clémence DesRochers,
and Hervé Brousseau. They named themselves
“Bozos” after a chanson that was composed by Félix
Leclerc in 1946.

14. In Québec city, let’s just think of the chansonniers
bars like ‘Les yeux bleus”and “Les voltes de Napoléon”.
At “Chez son pére”, an acoustic guitar lies on the wall
beside a large picture of the “great chansonniers” [‘Les

plus grands’] (from left to right, Robert Charlebois, Félix
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-

o

Leclerc, Gilles Vigneault et Raymond Lévesque).

15. See notes 1 and 2.

16. The folklorist Jacques Labrecque that performed
this chanson for the first time was censored of radio
and TV because it used the word “ass” (in French,
“cul’). This information is reported in Sermonte 1991:
18; Smith 1974: 20, and Vigneault 2000: 26-27.

17. Before Félix Leclerc in 1950, acoustic guitar was
only dominant in Québec for Country-western music.
Until then, the iconic musical instruments of Québec

were fiddle and accordion.

18. “Les choses sont beaucoup plus ce qu'on les
construit que ce que la réalité les fait’. Vigneault
1974: 112.
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American “Old time music” Mediation with French-Canadian Recordings

Sandria P. Bouliane

n the 1920s, the increasing popularity of rural

music in the U.S. coincided with a rising number of
recordings, events and publications involving French-
Canadian traditional music. Although some believe that
the American disk, as a phonographic medium, had
an effect on French-Canadian songs aesthetics and
cultural practices (Baillargeon et Coté 1991; Blais 1994)
no in-depth documentation has been done to examine
these cultural factors. This paper will present the results
of a preliminary study of the ‘old time’ music movement
in the U.S. and a movement toward traditional French-
Canadian music between 1900-1932".
In the first part of the text, | will present a comparative
analysis of some Canadian and American socio-
historical elements. To familiarize you with the context
of recording in Canada at the time, | will go through
the major events that mark the debut of Canadian
phonography. Then, in the second part | will explore the
extent to which the American phonographic aesthetic
and content were connected to the emergence of
a unique French-Canadian aesthetic for traditional
music. For this purpose | will present the careers of two
artists and their managers who evolved under similar
conditions in their respective countries. This paper

seeks to discuss the seemingly paradoxical benefit

that identity and cultural issues generated by an Anglo-
American influence had on French-Canadian popular

music productivity.

1900 — Beginning of recording in Montreal: The
Berliner Gram-O-Phone Company

It was in 1900 that the inventor of the flat disc
and the gramophone, Emile Berliner (1851-1929), came
to set up a company in Montreal. The gramophone,
patented in 1896, quickly proved to be competition
for the phonograph, which used a cylindrical medium
and was manufactured by strong companies like
Edison and Columbia. After an injunction forced him to
cease gramophone sales in the United-States in 1900,
Berliner founded a pressing plant in Montreal. Canadian
innovations attributable to this factory include: the first
recording studio, built in 1904; the construction of the
first Montreal’s reinforced concrete building in 1908 and
by 1921, the Berliner Gramophone Company was the
owner of one of the most modern factories in Canada.
These facts are mentioned here in order to indicate
the degree of technological advancement of the
phonographic industry in Montreal, which had no cause

to envy its American or international counterparts.
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The establishment of Berliner’s pressing plant and later
the Compo pressing plant, founded by Berliner’s son,
in 1918 had a major effect on phonographic production
in Montreal. Even though most production consisted
of English-language recordings not intended for the
Canadian market, the technicians, engineers and other
professionals working in Montreal were in touch with
the technology and production methods of the new
music medium. It is my belief that the social context,
ideology and the specific aesthetic formation that these
professionals were exposed to, marked the beginning
of a “behind the scenes” diffusion of the American
conception of recording into the production of traditional

French-Canadian music.

Ethnographic Collections

Even before the first appearance of traditional
music in commercial recordings, Canadian and
American anthropologists, ethnologists, and eventually
those now known as folklorists were collecting
recordings of an ethnographic type. This interest arose
quite simultaneously in both countries. In the United-
States, John Avery Lomax (1867-1948) devoted his
entire life to American Anglo-Saxon musical traditions

and later derivations like “hillbilly,
‘country”. In Canada, Marius Barbeau (1883-1969)

blue grass,” and

began to collect songs from the French-Canadian oral

tradition following an encounter with the anthropologist

Franz Boas (1858-1942) in 1914. While Lomax was
collecting songs for the Library of Congress’s Archive of
American Folk Song, Barbeau undertook his collections
for the National Museum of Canada. Because of
their exhaustive collections (still prized today) Lomax
and Barbeau are considered the point men for the

valorization and recognition of the folk repertoire.

Early “old time” music recordings, 1900-1920

Few people, mostly in the cities, possessed
a gramophone or phonograph and thus the choice of
music being recorded had to take in to consideration
the social economic status of the market. In Canada
the French-language series from American labels
preferred to employ French musicians (from
France), since these artists were better known and
appreciated by the French-speaking elite. Even when
a French-Canadian was selected to sing a traditional
repertoire, the performer chosen would be someone
like Joseph Saucier (1869-1941) who possessed a
strong classical formation. The resultant recordings
would possess characteristics of Tin Pan Alley—the
early style of mass-marketed popular music in the
United States. The music-buying public would have
to wait until the 1920s for traditional music interpreted
in @ more traditional style.
In the United-States, a similar refinement of folk

music for an upscale audience was taking place.
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Table 1: Lomax and Barbeau: Two folklore anthropologists

John Avery Lomax (1867-1948)

Marius Barbeau (1883-1969)

Collect American musical traditions of Anglo-Saxon
origin, “hillbilly,” “olue grass,” and “country

Meet Franz Boas in 1914

Work for the Libraray of Congress

1916-first phonographic collections of
French-Canadian traditional songs

By 1916, the Tin Pan Alley-blues singer Vernon
Dalhart (1883-1948) was already singing music
that would eventually come to be known as
“old time music” but with a classical orientation
(Palmer 2003). However, Dalhart was not
perceived as an “authentic” representative of the
traditional genre — neither was Joseph Saucier
- but rather as a “popularizer” of a traditional
art form that fit well with the prevailing moral
standards that were the fashion in the post-war
context. | will discuss these moral standards and
their implications in more detail later but what
should be noted here is the recognition of certain
elements of “traditional” music by both the U.S.
and French-Canadian recording industries. This
was the basis from which they would develop
specific types of artists, interpretations and song
aesthetics that would, by the 1920s, suggest a

more traditional character.

Post First World War Ideology

The first great global conflict had an effect
on the North-American identity with regards to its
European ancestors. The population’s morals and
values were strained by, among other things, the war
effort, technological advancements and the movement
of rural populations to the cities. At the end of the war,
the U.S. government attempted to reassure the people
with a “100% American” movement that preached
conservative principles, affirmation of American
values, and the cultural expression of national pride
(Tischler 1986). A group of American Romantic
composers attempted to place folklore and popular
music into symphonic works for the concert hall. In
1986, Barbara Tischler devoted an entire chapter
to this phenomenon and notes that nationalists, like
Henry F. Gilbert (1868-1928) and Olin Downes (1886-

1955), asserted in their own words that America
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could only find its musical identity in: local versions
of transplanted English folk ballads, Native American
tribal melodies and work songs of African-Americans
(Tischler 1986, 5). Downes wrote the following in

1918:

‘[Tlhe spiritual consciousness of the people and
the musical idioms transmuted and developed
from the original folk-songs, rather than the
material, are responsible for the highly specialized
expression of a leading composer, who remains
a true prophet of his people” (Tishcler 1986,
34).

In Canada, the show Veillées du bon vieux
temps serves as an example of bringing the folklore to
the stage. Marius Barbeau was one of the show’s main
organizers and expressed the same preoccupations as

Gilbert and Downes :

‘In order to take part in a fundamental manner
in the culture of a nation, the popular song must
lead to the creation of more important works:
rhapsodies, concertos, quartets, symphonies,
cantatas, ballets or operas. Our waiting will be
fulfilled only when our composers will use it as a
muse and when their works will be heard in the

great halls of the world” (Barbeau 1929, 132F.

While the currents just discussed are not directly
related to phonographic production, it is necessary
to understand the context in which questions of
authenticity would arise because recorded music also
had a role in expression of national ideals. In order
to explore this idea further, | will examine the course
of two protagonists of the traditional/popular recording
industry who benefited from this new infatuation for a

national “old time” music.

Ralph Sylvester Peer (1892-1960)

In 1918 the Okeh record label was established
in New York and all recordings were pressed in
Montreal from its inception until the early 1920s.
Ralph Peer was the company’s recording engineer
but his reputation and most of his income would be
derived from his eye for talent and his keen business
sense. It was during his time at Okeh that Peer is
credited with the first commercial recording of blues
music by an African-American — Mamie Smith in 1920
—and the first “country” recording of musician without
classical training— Fiddlin’ John Carson —in 1923. In
1925, Peer left Okeh for the Victor Talking Machine
record company and made his fortune trading an
annual salary of one dollar for keeping the copyrights
to all the songs he collected and published for his
own Southern Music Publishing Co. According to

Peterson :
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Table 2: Peer and Beaudry: Two intuitive managers

Ralph Sylvester Peer (1892-1960)

Louis Roméo Beaudry (1882-1932)

1919-Director of production with the
General Phonograph Corporation

1915-Worked for the “Ethnic’
francophone series of Columbia

1920-Recording director of Okeh records

1918-Manager of the French division of
the Starr Company of Canada

1920-Mamie Smith:first blues recording
sung by an African-American

1929-First French-Canadian artist singer-
songwriter, Mary Bolduc

1923-John Carson: first “country”
recording of an untrained musician

1924-Found the Radio Music Publishing Co. in Montreal

1928-Found the Southern Music Publishing Co. in New York

‘Peer was looking for old songs that had not
yet been copyrighted and newly writfen songs
that sounded old-fashioned to fil the recently
discovered demand for old-time tunes’. By 1927,
Ralph Peer had come to see tradifional music
as a renewable resource, and he developed a

system of production that committed creative

singer-songwriters to the quest for new old-
sounding songs” (Peterson 1997, 33).

From this we can see how Peer’s
entrepreneurship influenced the creative motivation
for the popular American musical tradition. According

to Porterfield, the success Peer made of artists like

L
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Jimmy Rodgers and the Carter Family : “set basic
patterns that shaped the future of country music as
an industry and as an art form” (Porterfield 1992, 99).
Meanwhile in Canada, a French-Canadian was having
the same impact on the field of French-language song

production.

Romeo Beaudry (1882-1932)

Romeo Beaudry was the first Canadian of
Quebecois origins to play a fundamental role in the
mass production of French-Canadian music. He
began with Columbia Gramophone in 1915 and in
1918 Beaudry was named general manager of the
French division of the Starr Company of Canada.
Starr’s recordings were pressed in Montreal by
the Compo Company, the same one that pressed
the Okeh label. During the 1920s, according to
Robert Thérien, 693 French-language records
were produced on the Starr label—almost twice as
many as those of HMV and Columbia combined.
Beaudry and Peer were both talented A&R men
and they both owned a sheet music publishing
company. However, Beaudry also accompanied
artists on piano, did music orchestration, he wrote
more than 200 French versions of successful
American songs® and composed more than one
hundred melodies recorded by folk-song artists of

the period.

In search of authenticity: La Bolduc and Jimmy
Rodgers

In 1927, Ralph Peer met the man who would
become the father of “Country Music”, Jimmy Rodgers
(1897-1933). Two years later, Beaudry was introduced
to Mary Bolduc (1894-1941), who would come to
be called the “mother of Quebecois song”. While it
is unlikely that the two singers met, the similarities
are numerous. Rodgers’ early musical influences
included English-Ballads and work songs while
Mary’s: “consisted of Irish melodies from her father’s
heritage and French-Canadian folk tunes from her
mother’s side” (Virtual Gramophone, n.d.). They were
both from the working class and adapted existing
popular or folk tunes by adding more and more of
their own words : in a Southern accent for Rodgers,
and in the typical French-Canadian patois, known
as joual, for Mary Bolduc. While Rodgers innovated
by incorporating a yodeling technique to his songs,
Mary Bolduc added passages in onomatopoeia, or
syllables called turlutes, to the refrains of these songs.
In addition to the above-mentioned similarities, both
singer-songwriters had short but productive careers
of less than ten years. However, the most important
thing they had in common was the musical influence
over the artists that followed them—an influence that

is still noticeable today.




Table 3: Rodgers and Bolduc: Two pionners artist-singer-songwriter

Jimmy Rodgers

Mary Bolduc

1927-*father of Country Music”

1929-‘mother of Quebecois song”

Working class

Working class

Southern accent

French-Canadian “joual”

Yodeling technique

Turlutes” technique

Inspired by English Ballads and working songs

Inspired by Irish tunes and French oral tradition

Pioneer-artist singer-songwriter

Pioneer-artist singer-songwriter

Compositions published by Ralph Peer

Composition publisher by Romeo Beaudry

Career of less than 10 years

Career of less than 10 years

Great influences on following artists

Great influences on following artists
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Even if it is not in the scope of this paper to establish
the influence of American trends on the music of
Madame Bolduc, | propose that the social context and
the contemporary ideology in Quebec may have had a
similar impact on recorded music as it did in the United
States. In addition, until the beginning of the 1920s the
two labels for which Peer and Beaudry worked for were
pressed in the same Montreal pressing plant. This is a
good example of where a ‘behind the scenes’ mediation
took place and would have provoked a circulation of
influences from a culture to another and this, even if

workers, like Peer and Beaudry, never met.

“Fabricating Authenticity”

With the growing popularity of hillbilly music,
the record companies and Hollywood wanted to
have an image that reflected a reassuring “typically
American” style, inspired by good values and time-
honoured traditions. Indeed, they wanted to create
as authentic a false image as possible. Richard
Peterson (1997) showed that Jimmy Rodgers perfectly
illustrates the search for a style that fluctuates, mainly
through wardrobe changes: from a good family man
to a singing brakeman to a Texas cowboy. The Texas
cowboy style was adopted by the cultural industries
and by the market, even though in reality, no one
would have worn that kind of outfit while working at a

ranch. Nevertheless, the Caucasian population of the

Northern United States, reluctant up to this point, finally
succumbs to this charm and assures the success of
future artists such as Roy Acuff, Gene Autry and Hank
Williams.

Once again, it is possible to establish a socio-historical
comparison with French Canada. Conrad Gauthier
(1885-1964) was one of the pioneers of radio and folk
records in Quebec, and made a name for himself in
Canada and the United States. He recorded more
than one hundred monologues and songs with Victor
and Columbia. What's more, it was Gauthier who
presented Mary Bolduc to Roméo Beaudry. His greatest
achievement was probably his management of Veillées
du bon vieux temps from 1921-1941, the most well
known traditions bearer. In the show, the portrayal of
an authentic or pure laine (lit. “pure wool”) French-
Canadian image was the goal. People were captivated
and inspired by log drivers and woodsmen with the
famous ceinture fléchées (lit. “arrow-patterned belt”)
and by the 1930s, the cowboy hat that had become so

popular in the U.S. was also added...

Afterwards and Conclusion

Mediation between U.S. and Canada cannot
be avoided; technology development, ethnographic
preoccupations, social ideologies and cultural contexts
did affect or influence the music creation in nuanced

ways. Creativity that originated from their interactions is
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veryrich. | attempted to show that two differentlanguage
groups and cultures like English-American and French-
Canadian shared a popular music evolution that was
not a ‘pure’ coincidence. There is a clearly identifiable
parallel between the Canadian and American socio-
historical contexts that allowed the appearance of a
phonographic traditional music industry. The American
influence was addressed here inasubtle andincomplete
manner, but in a way that was nonetheless sufficient
to generate a few hypotheses. The French-Canadian
industry adopted the American model of recording
artists from a rural environment without musical training,
but the content was not “consciously” influenced by the
American concept. It was shown that the recording
industry workers in Canada were also mainly from
the U.S. and that Canadian pressing plant started out
pressing American masters. It can be seen then that,
as early as the turn of the century, the basics of the
music industry machine was, in many ways, American.
| ask if, on this level, which ideological consequences

are implied. According to Jean Bertrand :

The importation of format, but also of ideas,
attitudes, methods, does not seem fo me fo do
anything but good, or almost. All culfures need
hybridizing. Adapting foreign formats can prevent
having to import foreign products (Sauvageau
1999, 193).

This explains, accurately | think, what happened
in French-Canada. The circulation of ideological
principles appears directly in the French translations of
American successes and in the search of an ‘authentic’
image such as the one that was spread by the Veillées
du bon vieux temps and by Jimmy Rodgers. This
does not prevent the possibility of breeding a distinct
culture since here the language constraints become an
advantage for the preservation of a French-Canadian
identity and its diffusion. For, if the Americans
developed a cultural model permitting the promotion
of their traditional music heritage, the imitation of this
model by the French-Canadians would give them the
supplementary tools for their own cause.

This preliminary research leads to a second determining
step, that of studying in greater depth the network of
contacts maintained mainly by the people who were
in charge of the recording industry mentioned earlier.
In the same way, the corpus of popular American
recordings circulated on the Montreal market over the
studied period must be defined in order to undertake
a comparative analysis of phonographic parameters
such as melody, harmony, form; but also performances
parameters—timbre, rhythm, micro-intonation, etc—and
those that rely to the uses of technology—echo, sound
wall, reverberation, etc—(Lacasse 2000 and 2002) on

American and French-Canadian recordings.




Endnotes

1. Quick precision here, most of the French-Canadian

population lives in the Province of Québec.

2. Autor’s translation

3. « Y mouillera p'us pantoute » (It Ain’t Gonna Rain
No Mo"); « La Chanson du prisonnier » (*Prisoner’s
Song’); « Un coin de ciel bleu » (“My Blue Heaven’);

« Ange de mon berceau » (‘Pal Of My Cradle Days”).
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Ideology, Historiography, and the Rock and Roll Hall(s) of Fame: Writing Off Rush?

Durrell Bowman

n 1999, when the Canadian rock band Rush

became eligible for induction into the Rock and
Roll Hall of Fame, Rolling Stone senior editor and
Hall of Fame adviser David Wild said: “Regardless
of their success, Rush has never achieved critical
acclaim and no one will ever vote for them . . . most
of [the band’s] music gives me a headache” (Wild,
website). Geddy Lee’s virtuosic bass playing and
countertenor singing, Alex Lifeson’s precise-yet-
tuneful guitar playing, and Neil Peart’s elaborately
constructed drumming and lyrics comprise the central
features of Rush’s music. The band’s fans revere
it for having pursued an eccentric and individual
path over several decades, for working hard and
learning along the way, and for offering themselves
as “‘musicians’ musicians.”  Many rock critics
considered Rush’s music “pretentious boredom,” and
some even called it “fascist.” For example, in 1978
U.K. rock critic Miles, of the New Musical Express,
called Rush “proto-fascist,” but without providing
supporting evidence for this in a discussion of any
music (Miles, website). By comparison, one of my
anonymous Rush fan-informants summarized that
the band “teaches musicians to grow and improve

themselves” (Bowman, unpaginated).

N

Rush began in 1968 with several Toronto-area
working class teenagers, including original drummer
John Rutsey, and they initially played a hodge-podge
of songs originally recorded by Cream, Jimi Hendrix,
the Rolling Stones, the Who, Buffalo Springfield, and
others. In 1969, the band picked up on the eclecticism,
high vocals, and distorted electric guitar of the newly-
formed U.K. rock band Led Zeppelin, and by 1970-71
Rush mostly played original songs in this hard rock and
proto-heavy metal vein. In 1972 the band’s first full-
length concerts of original songs (with occasional cover
songs) took place in Toronto and Detroit. In 1973, the
band recorded a cover version of Buddy Holly's 1957
rock ‘n’ roll classic “Not Fade Away,” but Geddy Lee’s
still-immature use of a piercing, high vocal style proved
ill-suited to Holly’s pop-rock song. The single flopped,
butin 1973 the band also opened for the New York Dolls
in Toronto and booked off-peak recording time to make
a full-length album. The resultant self-titled debut was
released in Canada in January of 1974 on the start-
up label Moon Records. It combines Led Zeppelin's
acoustic/electric rock eclecticism with boogie/blues
hard rock, something like KISS or ZZ Top. After the
album'’s success via import copies in Cleveland in the

spring of 1974, Mercury Records signed Rush, re-

N
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released the album in the U.S., and sent the band on
tour—when it often opened for KISS and with its brand-
new drummer Neil Peart.

Rush's five studio albums from 1975-78 combine the
power-based aspects of heavy metal with bluesy hard
rock and metrical and structural complexities from
progressive rock. They also introduce Peart’s middle-
brow, semi-literary lyrics. By “middle-brow/semi-literary”
| refer to a positive aesthetic milieu in which certain
types of rock music culturally resonated for reasonably
well-read, moderately well-educated, working- and
middle- class rock music fans and musician-fans.
Rush’s breakthrough came with the individualist- and
science-fiction-themed 2112. The opening title suite
relates somewhat to the novella Anthem, an early anti-
collectivist/pro-individualist work by Russian-born U.S.
writer Ayn Rand. Although “2112” remains ideologically
somewhat confusing (even among Rush fans), the
work hardly inscribes the “considered nod toward
fascism” suggested by Reebee Garofalo in his popular
music textbook (292). Rush’s two most musically
progressive albums appeared in the late 1970s. They
contain individualist/explorer mini-epics, an anthem
of socioeconomic diversity, an extended suite about
bridging Apollonian vs. Dionysian tendencies, a dream-
inspired epic instrumental, and the libertarian anthem
“The Trees,” which rejects principles of enforced

equality. In the same period Rush became a major

headlining act in the U.S., Canada, and the U.K., and it
quickly graduated to large arenas. The band’s success
enabled it to base its activities in Canada and, in a
decidedly libertarian and entrepreneurial move, to run
its own business: Toronto’s Anthem Records.

In the early 1980s, Rush toned down its individualism
and also stopped composing extended compositions.
The band knew that elements of progressive rock
would only survive beyond the 1970s if it—and its
fans—allowed the music to change. Among other
things, the band explored post-punk (itself influenced
by reggae), jazz-rock, and synth-rock. The band’s
second breakthrough came in the -early-1980s,
including the album Moving Pictures, which is Rush’s
best-selling album, certified as U.S. quadruple platinum
in 1995. The band’s early-'80s albums include its
final mini-epics, album-oriented rock staples, its first
of two Grammy-nominated rock instrumentals, and a
synth-pop- and new wave-influenced hit single, but
J. Kordosh of Creem magazine still accused Rush of
being Ayn Rand-following fascists (32). Rush wrote
and recorded what became its only U.S. Top 40 hit
in several hours. “New World Man,” which peaked at
#21 in 1982, provides a good sense of Rush’s early-
'80s interest in combining post-punk hard rock with
world music influences and music technology—as
well as one of the earliest examples of Lee tentatively

providing his own backing vocals. However, the song
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contains no unusual time signatures, no guitar solo,
and no virtuosic instrumental segments. Thus, | find it
quite strange that Catherine Charlton chose this song
to represent Rush in her textbook, Rock Music Styles:
A History (248-9).

Onits three albums from 1984 to ‘87 Rush combined its
inclination towards hard rock and progressive rock with
synthesizers, samplers, and other music technology—
including music videos. Then, on its four studio albums
from 1989 to '96, the band gradually reduced the
sounds of music technology in favour of a guitar/bass/
drums aesthetic. From 1998 to 2000, the band went
on sabbatical because of the unrelated deaths in 1997
and '98 of Neil Peart's daughter and spouse. Rush
reunited in 2001 to make its 17th studio album, Vapor
Trails, a texturally rich and varied work that gets rid of
all keyboards (for the first time since 1975) and favours
emotional lyrics, strong vocal melodies, powerful
percussion, and multi-tracked guitars and vocals. The
stripped-down sounds evoke jangly 1990s’ BritPop
as much as anything, but the music still sounds like
Rush because of how the three musicians continue
to interact. In 2002 the band also toured once again
in about seventy shows in arenas and amphitheatres
across North America, and in July of 2003 the band
played at a fourteen-artist post-SARS mega-concert in
its hometown: Molson Canadian Rocks Toronto.

By 2003, Rush had sold about 40 million copies of

its twenty-six albums, and it had also won eight
Canadian music Juno awards and numerous
additional Canadian music industry and civic
honours. In the U.S., only a dozen artists have
more gold, platinum, or multi-platinum albums

than Rush’s twenty-two (see_http://www.riaa.com).

Of artists in that longevity range, all have won
Grammys except for country singers Hank Williams
Jr. and George Strait and hard rock bands KISS and

Rush (see http://www.grammy.com). This suggests

a bias among recording academy voters against
country music and hard rock. Also along these
lines, between 1990 and '95 the Rock and Roll Hall
of Fame (which began in 1986) inducted numerous
post-rhythm-and-blues and blues-rock artists that
released debut albums between 1964 and '69 (see

http://www.rockhall.com). Such artists include the

Kinks, the Who, the Jimi Hendrix Experience, the
Yardbirds, Cream, Janis Joplin, and Led Zeppelin.
However, other than inducting “classic Top 40" rock
bands Aerosmith and Queen in 2001 and AC/DC
in 2003, it excluded numerous hard rock, heavy
metal, and progressive rock bands that released
debut albums between 1968 and '76. Such artists
include Jethro Tull, Yes, Genesis, Emerson Lake
and Palmer, Black Sabbath, Deep Purple, ZZ Top,
Styx, Lynyrd Skynyrd, Judas Priest, Kansas, KISS,

Boston, and, of course, Rush.
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The context for much non-rock-critic-
friendly rock music involves what | call the “post-
counterculture.”  Among other things, the 1970s
and '80s fostered individual efficacy, differentiated
interests, professionalism, technique, business acumen,
libertarianism, entrepreneurialism, and technology.
These elements enabled a post-industrial reconstitution
of the working and middle classes. To account for this, in
the late 1980s Ralph Whitehead coined the terms “New
Collar” (as in, updated Blue Collar) and “Bright Collar”
(as in, updated White Collar). Basically, New Collars are
working-class “service” folks—like most of my relatives—
who ended up using automated machines in their work.
Bright Collars are middle-class “office” folks—like most of
my college buddies—who ended up participating mainly
in various areas of information management (44). New
Collars (such as technicians, clerks, customer service
representatives, administrative assistants, and courier-
drivers) and Bright Collars (such as lawyers, teachers,
architects, social workers, engineers, administrators,
and computer programmers) listened mainly to rock
music, several million of them played music themselves
(mostly as amateurs), and a similar number of them
listened to Rush. Rush'’s work ethic and eccentric music
appealed to New Collars, and its interest in progressive
rock and individualism appealed to Bright Collars.

A wide variety of professional musicians—especially

from the U.S.— also musically, verbally, and/or visually

acknowledged an interest in at least some of Rush’s
music. A number of hard rock and death metal cover
versions of Rush songs appear on the first two of three
full-length Rush tribute albums. More surprisingly,
classical string players (e.g., Rachel Barton and the
third Rush tribute album), trip-hop artist DJ Z-Trip, and
jazz pianist Dave Restivo have also fully translated
certain Rush songs. In 2003, | created a collage of
several tribute versions of Rush’s most famous song,
1981's “Tom Sawyer.” The collage demonstrates
Rush’s influence from 1992 to 2002 on: the pop-rock
band the Barenaked Ladies, trip-hop artist DJ Z-Trip,
the death metal band Disarray, the alternative-industrial
band Deadsy, and a group of classical string musicians.
The trip-hop and death metal versions both replace the
song’s 7/4 “asymmetrical” instrumental middle section

with 4/4 “common” time. The collage appears at the

following link on my website: http://durrellbowman.

com/music/tom_sawyer_full_remix.mp3.

Obviously, Rush has been highly respected by an
extremely wide variety of musicians. Related to this,
the members of the band won numerous reader polls
in musician-oriented magazines throughout the 1980s
and early '90s. Periodicals such as Modern Drummer,
Guitar for the Practicing Musician, and Bass Player
implemented Halls of Fame (sometimes called “Honour
Rolls”) in order to elevate the status of certain multi-year

and multi-category winners to that of constant backdrops,
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thus somewhat resembling the prestigious editorial boards
of academic journals. In the same period, even formerly
Rush-sympathetic general interest music magazines (such
as the U.K.’s Melody Maker) disingenuously downplayed
the band’s influence and relevance. On the other hand,
in 1996 Rolling Stone’s Jancee Dunn disclosed that
its readers had requested a major cover story on Rush
more often than on any other artist (33). To investigate
this disparity, | surveyed Rolling Stone’s year-end album
and singles lists for the period 1977-'82. | found that its
readers excluded its critics’ picks 50-88% of the time
(in lists of 5-11 items). The critics tended towards rock
" roll, punk, post-punk, experimental pop-rock, blues,
rhythm-and-blues, soul, funk, disco, and early recorded
hip-hop. The readers tended towards post-r&b/hard rock,
progressive-influenced rock, and pop-rock. This suggests
that music influences fans much more than critics do, and

it also makes me ask: “What is a rock critic's job?”

In the early to mid 1990s, listeners of the leading
album-oriented FM rock radio stations in Los Angeles and
Houston selected Rush as their favourite all-timerock
band, and nine of the band’s eleven studio albums from
1980 to 2002 charted in Billboard's Top 10, several as high
as #2 or #3. But the sensationalist-oriented mainstream
media had little to go on with Rush—the band had no
scandals, very little pop chart success, made music videos

only haphazardly, gave substantial interviews almost

exclusively in musicians’ magazines, and in 1997 even
declined the development of an episode of VH-1's popular
TV series “Behind the Music.” In 2002 rock critic Anthony
DeCurtis expressed surprise that his interview with Rush’s
Geddy Lee and Alex Lifeson could so easily disarm what he
called his “standard issue anti-prog[ressive]-rock bias” and
his “resistance” to Rush (DeCurtis, website). DeCurtis, who
holds a Ph.D. in American literature from Indiana University
and has taught there and elsewhere, allowed himself to
accept that formerly “suspect” musician-songwriters could
be “smart, modest, honest, friendly and open-minded.”
Without realizing it, in that string of adjectives DeCurtis
perfectly encapsulated the “progressiveness” of the post-
counterculture in which Rush’s music found a place of
honour among New Collar and Bright Collar fans and

musician-fans. In 1994, bassist-singer Geddy Lee said:

If our music says anything, it's that we make [if]
for ourselves, and we hope other people dig it
foo. ... Do what you like, what you think is right,
and stick to it. [Tlhere are a million ways to live,
a million ways fo write and play music, and you
have to figure out which makes you the happiest .
... We've been lucky to get away with that. Not
everybody gets that chance. (Aledort, website)

Unless | am horribly mistaken, this doesnt sound

anything like fascism.
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You Walk Alone: Jandek and the Relationship Between Biography and Textuality in Popular

(and Not-So-Popular) Music

Kevin John Bozelka

Attheclosing plenaryforthe2003IASPMconference

in Montréal, several scholars expressed joy
over the fact that so many of the conference papers
forged a return to the study of music itself. Popular
music studies, it seems, had been hijacked by those
who wished to use music as a foundation for exploring
something else. What that “something else” might be
was never alluded to by the celebrants. No matter
— some of us, including Philip Tagg who thankfully
spoke up as a “Marxist musicologist,” were still trying
to figure what “the study of music itself” could possibly
mean. Nevertheless, this rather sour dénouement to
an already turbulent conference provided a context
for my somewhat unfettered analysis of popular music
biography.
| am not sure if any of the above celebrants attended
my presentation. But if they did, it would have no
doubt been escorted off into that music-as-foundation
category. Indeed, the first question asked of me was
“‘What does Jandek’s music sound like?” This is a
perfectly legitimate question and one | fully anticipated
answering by bringing along Graven Image, the first

Jandek album released on CD." But as | reminded my

audience before playing the disc, the music of Jandek
was a self-consciously structured absence in my paper.
One of the functions of the space left vacant by this
absence was a critique of any musicological analysis
with claims to some sort of purity of inquiry. To privilege
music over other objects of study (like biography, for
instance) points to a willful refusal to engage with the
social and/or historical determinants of popular music,
that “something else” about which scholars of “music
itself” would rather remain silent.

Influenced as it was by feminist film theory, my paper
thus reveals feminist concerns to be relegated to that
‘something else” place. Delving further into the Milli
Vanilli angle would have shown issues of race and
sexuality to reside there as well. In short, what the
celebrants at the closing plenary were attempting to do
was to freeze the study of popular music into a solely
formalist enterprise precisely to avoid dealing with
these issues among others. And yet, there is no reason
why formalist and, say, feminist approaches need be
incompatible or antagonistic. There is nothing to mourn
in the following quote from feminist film theorist Mary

Ann Doane (inserting “popular music” for “cinema’):
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‘Feminism cannot be a formalism. The object is
cinema only insofar as cinema is understood not as
formal object or as a repository of meanings but as a
particular - and quite specific - mode of representing
and inscribing subjectivities which are sexually
inflected.” Given Doane’s own astute close readings
of texts, perhaps she should have written that feminism
cannot only be a formalism or that it cannot wind up a
formalism. Nevertheless, feminism or “something else”
can open out from formalism to make popular music
studies a richer discipline.

Furthermore, | would argue that my paper was formalist
anyway with a crucial shift of concern. | sought to treat
popular music biography as a text and to analyze its
formal qualities. So maybe biography has nothing to
do with “music itself.” But whither record stores, record
covers, record collectors, copyrightlaw, folklore, scenes,
tours, band practice, etc. (skimming the surface of just
a few of the presentations | managed to catch)? Do the
celebrants at the closing plenary really mean to set the
object of popular music study so rigidly as to exclude

all of these and more?

Back in 1994, | overheard two acquaintances talking
about the latest Green Day album, Dookie, their first
for a major label.2 As it was on its way to selling eleven
million records in the US, one of my acquaintances

asked “Did they make the album they wanted to

-

make?” In this query, we have a movement from
biography (they - Green Day) on one side to textuality
(the album - Dookie) on the other and some kind of
interference occurs along the way. But could we ask
the same question (“Did they make the album they
wanted to make?”) of Green Day’s first two albums
recorded for the independent label Lookout! and
wind up with a similarly interrupted motion?* It seems
absurd to even ponder it because there is supposedly
an easy relationship between biography and textuality
with independent and avant-garde music. The text is
conceived more or less as a direct expression from the
artist and biographical data merely supports this idea if
indeed anyone bothers to trot it out - the text may speak
so absolutely of the artist that it speaks for and of itself.
Pop music on major labels, however, will necessarily
compromise an artist's expression in the drive for
profits. Some pop music artists such as Milli Vanill
or countless disco “groups” can be said to not even
exist. Thus it often proves difficult to determine even
the author of a text since they are missing from at least
one point on that line of movement from biography to
text whether that be the creative process, the recording
studio, the photo shoot, etc. Indeed, this hole at the
center of activity is frequently given as “proof” of pop
music’s lesser value.

Here we have some familiar dichotomies: indie vs.

major; avant vs. pop; and we can throw in Richard A.

J/
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Peterson’s distinctions between hard-core vs. soft-shell
country music performance styles since they get at the
affective energy that activates these dichotomies. To
quote Peterson: “The basic promotional claim made for
hard-core country music is that it's authentic - made
by and for those who remain faithful to the ‘roots’ of
country. The corresponding claim made for soft-shell
country is that it melds country with pop music elements
to broaden its appeal for the much wider audience of
those much less familiar with or knowledgeable about
the hard-core style.” Now notice how this sentence
is constructed: hard-core country music is made by
someone whereas soft-shell country (represented as
“it”) melds country with pop music elements seemingly
without human agent. This discrepancy points to two
things: one, biography is absolutely central to Peterson’s
distinctions; and two, biography is suppressed to
varying degrees in soft-shell music since such music is
often expressive only in spite of itself. Again, soft-shell
music of any stripe is vexing to so many fans for this
very reason — with only a void to attribute our pleasure,
we are left alone in it which can confuse, delegitimize
or even deflate that pleasure.

But while Peterson’s distinctions offer a flexible,
transhistorical model for exploring the biographical
dimensions of textuality, they say little about the textual
dimensions of biography. How do we know the indie,

avant or hard-core artist whose singing style is marked

by personal conviction, whose lyrics reference personal
situations and whose stage presentation is personally
revealing? And we can ask of Green Day or any other
band, who is this “they” that we think we know enough
to determine when their wants are being betrayed?
How are “they” constructed?

What led me to even ask such questions is a brilliant,
infinitely quotable article, John Leland’s “Temporary
Music” for his August 1989 “Singles” column in Spin
magazine.® In this piece, Leland longs to uncover
the “fraudulent conceit’ of energy and hard work in
recorded music. Using the mutability of digital musical
information in Milli Vanilli's “Girl You Know It's True,”
he deconstructs the “naturalness” of any recorded
experience and thus any claims of superiority that can
be made on it.

Similarly, there is no naturalness to biography. It is
constructed out of mutable information as well, the
product of the technology that delivers it. What puts this
idea into relief for me is Jandek, an artist squarely on the
indie, avant, hard-core side of the equation: as Douglas
Wolk writes of Jandek’s songs, “they are absolute, pure
self-expression, an unfocused, unlit snapshot of his
entire adult life.”” In order to introduce you to Jandek,
| would like to quote at length the Background section
of Seth Tisue’s amazingly informative website A Guide
to Jandek which is not only an excellent introduction;

it also traces the activity of a diehard fan trying to
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construct a biography out of available information.®

“So who is Jandek? No one knows for sure. He doesn't
perform live or give interviews; he has never made any
public statement of any kind. Jandek is unlike most
reclusive types in that he is very prolific: 33 albums
since 1978, with at least one album every year since
1981. Jandek albums are produced by the Corwood
Industries record label, which one supposes is his own.
It's had the same Houston P.O. Box since 1978: P.O.
Box 15375, Houston TX 77220. One of the richest
sources of speculation about Jandek, after the lyrics
to his songs, are the photos on the album covers. They
are almost invariably blurry, indistinct, enigmatic. One
of the things you'll see on the covers is Jandek himself,
on 18 of the 33 covers. No one else ever appears. If
you write Corwood Industries a check, it comes back
signed on the back by “Sterling R. Smith”. If you write to
Jandek care of Corwood, you may get a few handwritten
words in reply, particularly if you ask a factual question
about ordering or request permission for something.
Most other questions and communications are simply
ignored. Irwin Chusid exchanged a number of letters
and phone calls with Sterling Smith in the early 80’s,
but | don't know of any other such extensive contact
with the man more recently, with Chusid or anyone
else. So, other than general impressions gleaned from
the album covers, very little is known about Sterling

Smith’s life.”

After this general background, Tisue then launches into
what he calls an “epistemological disclaimer”: “Here, I'm
going to try to connect the dots, to make the inferences
and possible generalizations that the records and other
available information appear to suggest. For example,
| personally believe that Jandek is Sterling Smith
is the man depicted on the album covers is the man
singing is the man playing the guitar. | will assume that
the records’ release order more or less corresponds
with their recording order, that first-person song lyrics
are at least semi-autobiographical, and other such
reasonable-seeming but undeniably questionable
assumptions. But as you read bear in mind what | won't
explicitly mention again: the possibility that some of
the available signs may be misleading or intentionally
deceptive. Personally, my sense of Jandek is that
he might hide or misguide, but wouldn't intentionally
fabricate or deceive.”

The idea that Jandek would never intentionally deceive
us is in explicit contrast to Milli Vanilli, the standard line
on whom is that they did indeed intentionally deceive
us. The duo we saw on the record covers and in the
videos and in concerts and on Arsenio Hall were not the
people who sang “Girl You Know It's True” and whatnot
in the recording studio. Again, they were not present
at every point on that line between biography and
text. Now in order for Jandek to deceive us, he would

have had to have similarly disappeared from some if
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not all points on this line. In this scenario, everything from
Sterling Smith to the record covers to the release order
to the name Jandek to the music itself could have been
appropriated in their entirety, thus taking on a sample-like
quality. In short, it heightens the constructedness of that
“he” we know as Jandek, the textual evidence we use to
assume that “Jandek is Sterling Smith is the man depicted
on the album covers is the man singing is the man playing
the guitar.” If energy and hard work can be had at the push
of a button with Milli Vanilli, then an artist's very biography
can be had via similar forms of reproduction with Jandek.

My goal here is not to produce an alternative
‘who is Jandek” theory. Rather, it is, to quote another
piece that has influenced this one a great deal, Patrice
Petro’s “Feminism and Film History,” to “rethink what
claims can be made on the basis of textual analysis and
to reconceptualiz(e) what constitutes textual evidence in
relation to questions of sexual difference” which, to be sure,
encompasses biography.™ | want to use Jandek creatively,
to question our probably-correct-but-so-what assumptions
and to seize on the textuality of his biography.

Of course, one way to verify the labor along
the line from biography to textuality is live performance.
But we hardly need to rehearse the Milli Vanilli scandal
to understand that live performance offers no such
guarantees. We have Peterson’s account of Roy Acuff
policing band member Rachial Veach’s sexuality so that

she became Dobro player Pete Kirby's sister instead of a

J

young, single woman travelling with a group of unrelated
men.”2 Or we have Robert Christgau recalling a 1982
concert where George Jones forgot the words to “Still Doin’
Time” and after each line, he'd lean across to a guitar-
bearing flunky, who'd whisper the next line which he'd then
deliver. According to Christgau: “Each line sounded like his
life."3

And then there was the Jandek event of the
century. Someone did actually manage to see Jandek
live in a way. Katy Vine, a writer for Texas Monthly, did
some detective work to actually find Jandek. Eventually,
she wound up at a home in “one of Houston’s nicer
neighborhoods.” “When | heard the garage door open,
| walked back to the driveway and approached a man
who looked like a late-thirties version of the youth on the
record covers. He was neatly dressed in a long-sleeved
white shirt with beautiful cufflinks, black pants, a black
tie, and black shoes. | introduced myself and asked him if
he knew anything about Corwood Industries. He paused
for a long time, then said, “What do you want to know?” |
asked if Corwood Industries was involved in projects other
than Jandek records. He said yes but he couldn't tell me
anything about them. When | asked if he could tell me
anything about Jandek, he started to appear upset. | said
that | didn't want to make him uncomfortable, but it was too
late. There was an awkward silence as he stared at the
ground. Suddenly he looked up and asked, ‘Do you drink

beer?’
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He didn’t want there to be any physical evidence
of our meeting. He wouldn’t draw me a map to our
destination, he wouldn't let me tape-record him, and at his
request | cannot reveal his name, occupation, address,
or phone number. But | have no doubt he is indeed the
person who makes the music.”

They wound up at an upscale bar and had
a pleasant chat where he wasnt forthcoming with
information. Before they parted ways, he told her that he
never wanted to be contacted by anyone ever again about
Jandek. | find it intriguing that it was woman who finally
managed to track Jandek down since women have often
been excluded from writing and even having biographies.
Moreover, we see in this fascinating account the textual
dimensions of biography in full force: the suppression of
textual evidence - who gets to suppress it and who gains
access to it; the potential time and resources to maintain
a joke “so scrupulously for more than 20 years” to quote
Wolk on the improbability of Jandek being a put-on; the
other people who seem to know something including
that rather creepy scene at the bar where [ am not 100%
convinced that the men were winking and nudging for the
reason Vine suggests. All this active work with biography
points to the reason why we need to attend to it so
carefully. Because for whatever we do not know about
Jandek, we know even less about Nancy and John.

Around the third Jandek album, other musicians

began to appear on Jandek records, introduced by the

songs “Nancy Sings” and “John Plays Drums.” As of
1993, they were gone and remain gone up through
the latest record released in the summer of 2003.
How do we account for this erasure? And, in “Nancy’s”
case, do we situate it in a history of male avant artists
overshadowing female collaborators such as Tricky and
Martine or Loren Mazzacane and Suzanne Langille?

| think it is important that we attempt the difficult
task of historicizing Nancy because like Leland’s
comments on digital sampling, these questions of
biography center on what constitutes evidence of work.
For finally, Milli Vanilli, as excellent dancers/lip syncers
who kept their bodies lean, were indeed present at all
points along a different axis of biography and textuality.
And as the death of Milli Vanilli's Rob Pilatus makes
painfully clear, if we fail to reconceptualize evidence of
work in popular (and no so popular) music, then artists
will disappear from more than just that line between

biography and textuality.
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What Does Their Music Mean: Argentinean Music for a Quebec Musician

Pascal Bujold

am a musician before being a researcher. Playing

professionally came into my life before doing
research’, and my first interest was in playing music
from other cultures. At first | was fascinated by West
African music and Eastern Europe gypsy music. Then
my interest moved towards South American music,
particularly from Argentine. | can say that, unlike many
ethnomusicologists, my goal is to play the music before
understanding whatit means. I'm not saying my position
is better (at least not publicly), but it seems at least to
be different. My research focuses on performance and
I'm proposing to study meaning from that perspective.
| learned to play the chacarera, an Argentinean dance
accompanied on the guitar. Being a guitarist myself
| was mainly interested by that accompaniment. To
present my approach to music from other cultures, 'l

present how | learned to perform the chacarera.

Bi-musicality

In 1960, the ethnomusicologist Mantle Hood (1960)
coined the term “bi-musicality”, referring to a musician’s
ability to “be musical” in two different musical cultures.
Hood based is article on his observations of UCLA

students learning to perform “exotic” music. He noticed

several difficulties one would be likely to encounter
when learning to perform “foreign” music. Most of
them were related to cultural differences, for instance
not knowing the language, different scales, the ability
to hear micro-tonality discrepancies, etc. He saw the
importance of different ways to learn music, and how

useless the use of scores could sometimes be.

Learning to perform

Later, John Baily proposed ‘learning to perform as
a research technique in ethnomusicology” (Baily,
1994/2001). By learning to perform, and become
‘musical” in a music of another culture, Baily argues
that one can gather a great deal of information on that

culture’s music. He observed five advantages:

o First, there is the acquisition of performance
skills by the researcher. One learns from inside,
differentiating between what is essential to the
instrumental performance and what is not, and also

gaining operational understanding of the music.

* Second, one can learn how they learn; is there

a formal training or not, A theory?
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o Third, one can get better accepted by the
community, even get access to events, as a
musician, to which one wouldnt normally have

access.

o Fourth, by participating, it is possible to see
things a musician sees, or as Baily puts it: “it [is] a
matter of musical relationship forming the basis for

social relationships.”

o Finally, once the fieldwork is done, the
researcher will most likely continue to play the music
he learned, sometimes composing his own pieces,
and probably getting in contact with the culture’s

Diaspora.

Study meaning from another perspective

In my opinion, however, the meaning that music
allows for the other culture is something very difficult
to study. | understand that it is possible to determine
the “superficial” meaning of a given music for its home
culture. Forexample, we canobserve whatis the context,
several ethnographic elements, but | feel we can never
really approach what the Other perceives physically and
emotionally. In a way, I'm looking for deeper meaning.
As | said also, as a performer I'm interested mostly in
performance, and in the meaning that music has for

me. It may sound selfish, but as far as I'm concerned,

I'm the most important when | perform. What | mean is
that my own perspective is worthier of consideration,
for me of course. My understanding, my perspective
of the Argentinean music is certainly different from an
Argentinean’s simply because I'm from the province of
Quebec in Canada, | speak French, and | discovered
Argentinean music when | was 24. And when | share
my findings, I'm not saying how someone else will react
towards the chacarera, but what type of changes he
could probably expect.

But then again, what is knowing the other culture? Is it
knowing what it is, or knowing how to deal with it? Or
how to communicate with that culture? Or else, how to
express what you are to the Other, or with his codes?
| will not try to answer the question here, but these are
all thoughts that dwell in my mind, and that may explain
some of my methodological choices.

My approachis about participation. Charles Keil’s theory
of “participatory discrepancies” is worthy of note for that
matter. Here’s an interesting quote that is directly linked

to what | propose:

Keil (1995:10): “Unless people make and give
music to others, they can't really receive it.
[...] Hours of listening, aay in day out, sleeping
with the radio on, year after year, massive
exposure, does not capacitate people. On

the other hand, learning to play a simple clave
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beat, holding it in relation to another drum beat,
walching someone smile and dance to the
groove you generate, can capacitate people in
profound ways, can become the equivalent of a
conversation experience for some, and even the
least moved by the experience will, | believe, by
listening kinesthetically ever afterwards, that is
feeling the melodies in their muscles, imagining
what it might be like to be playing what they are

listening.”

In the book published by Solis in 2004: Performing
ethnomusicology: Teaching and representation in
world music ensembles, which is strongly related to my
approach, there is a chapter by Kisliuk and Gross in
which they present some thoughts about what learning

to perform can do to you.

Kisliuk and Gross (2004: 250): ‘First hand
embodied experience that students have with
music and dance can facilitate an understanding,
or at least an awareness, of both macro- and
micropolitics. In learning to dance and sing
in new ways, one becomes vitally aware of
issues of self and the other, and of ‘here’ and
there,” challenging the distancing that fakes
place in much disembodied scholarship. Direct

involvement in a process of musical creation

engenders a kind of self-awareness that leads fo

activity instead of abstraction.”

For all those reasons, the perspective I'm proposing to
study meaning with another culture’s music consists in
learning to perform and afterwards analyze what that
learning has changed in oneself (the learner). It is a
kind of heuristic research, as developed by Moustakas
(Douglass & Moustakas, 1985). This can be considered
a branch of phenomenology, where you ‘immerse”
yourself in a phenomenon, or in my case music, to
study it from one’s own perspective. | study my own
construction of meaning, with my own background,
what | am; I'm the subject of my own study. Since |
am talking about my own perception, perspective, and
understanding, | must warn the reader that what | say
about the chacarera is not to be taken as a reference on
that music. Rather, it must be considered as a personal
point of view, or experience.

So | will summarize my own construction of meaning
of the chacarera by presenting an auto-ethnographic
account of my learning of that music followed by the

analysis | did of the experience.

Auto-ethnographic data

| went to Argentina in 1996 with the goal of learning to
perform the chacarera on the guitar. | knew very little

about it, having only seen notation of the rhythm and
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heard a couple of songs on a cassette. | had no idea
where, nor how to find it in Argentina. My initial idea to
learn to perform was to observe Argentinean guitarists
playing the chacarera, to later reproduce what | saw.
Through very nice encounters, | learned that the place
to go was Santiago del Estero, a province situated in
the North-West of the country.

Her name is Juanita. She was very curious about me,
and since she had lost her short term memory, every
day she would ask me the same questions about
Canada. Her picture will be relevant later. A week after
my arrival, | was invited to stay at the house of the son
of a famous violinist named Sixto Palavecino. His son
Rubén always accompanies him on the guitar, so it was
a nice place for me to learn, to observe the movements
| wanted to imitate.

| was received very well in that family. | stayed with
them for a month and a half. Very frequently, we would
have gatherings around the famous Argentinean
asado, a very tasty barbecue, with a lot of wine, but
most importantly with a lot of music playing. They
always made me play, being honored by the fact that
a stranger coming from such a great distance was
interested in their music to the point of wanting to learn
how to play it.

One of the best food you can have over there is the
empanada, a meat paté cooked in a clay oven. Itis one

of the things | will never forget.

These are all “meaning material’, as | realized later
when analyzing my experience. | could be presenting
more for hours, but | hope you get the idea. | didn't
just learned how to perform a guitar rhythm. It was a
profound experience in many ways.

So, moving back to the guitar, | had several occasions
to observe the instrumental movements | wanted to
reproduce. | came back to Montreal and continued to
repeat the movements on my guitar. | was repeating
them without trying to get better, or anything else. Most
probably because | had received so many comments
in Santiago del Estero about how good my playing
was, that | was playing “the right way.” So | repeated
the movements until they became automatic, over a
period of about two years. And this is when something

happened.

Changes

| began to notice, first of all, that my understanding
of the chacarera was very different than it was before
learning how to play it. | could say that | was, and still am,
understanding it “physically,” whereas in the beginning
| was only struggling to understand it intellectually. |
observed two types of physical sensations coming from
playing the chacarera. First, the “guitar sensations.”
Basically, it is the sensation (in my hand and arm) of
doing the movement of the following example (first

slowly and then at regular speed):
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| would recall the sensation, without doing it, while
listening to a chacarera. It corresponds to what
Baily calls kinesthetic perception (Baily, 1977:
309).

The second type of “physical” sensation is harder to
explain. | call it a “general” sensation. When playing
the chacarera with other Argentinean musicians, |
would get different types of real physical sensations,
alllinked to the way they play with rhythm. They would
play syncopated patterns contrasting with what | was
playing, which produced new physical sensations
of movement. | realized that | was craving for those
sensations.

Atthe same time, and this was not expected, | realized
that my perception of rhythm in general had changed.
This is something which is, again, hard to explain
given the very physical nature of the sensations. The
sensations | had playing the chacarera on the guitar
were always “with me”. Listening to any kind of music
| was always trying to recall those sensations, and
with several musical styles it worked. For example,
with the Moroccan chaabi | could easily follow as if it
was a fast chacarera. The whole relation | have with
rhythm is changed since then. | play differently, and
my approach to rhythm is different.

On another level, | became aware of my own
emotions towards these physical sensations, recalling

the emotions | had experienced in Argentina. For

example, the people | met, the asados, or interestingly
the empanadas. In the example by Sixto Palavecino |
played earlier, you probably noticed that he plays the
violin “out of tune.” At first it annoyed me. But then,
after “collecting” sensations in Santiago del Estero, in
particular the monte (bushes) which is a very special
place, with its “crooked trees”, and people’s particular
sense of humor (interestingly close to mine), Sixto
Palavecino’s “out of tune” way of playing became
very flavorful to me.

| knew from the commentaries by the locals that this
way of playing was on purpose, that he wasn't playing
like that because he’s 85 years old. And it isn’t micro-

tonality either (but that’s just me talking).

Performing now

As Baily noted (Baily, 1994/2001), I'm still performing
Argentinean music now. | have learned what Baily calls
the “motor grammar” (Baily, 1977). Like any language, if
you know the grammar and how to speak, you gradually
become able to express your own ideas, who you are,
keeping in mind that there is always someone who will
not understand you. In a similar fashion, it felt natural
for me to use Argentinean traditional music elements
to accompany my own traditional music (Acadian). I'm
combining things that are all part of me, either learned
or inherited. All the moments ['ve lived in Argentina and

what followed is now part of what | do and who | am.

N
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Conclusion

In conclusion, | believe that this approach reveals what
is too often forgotten: the researcher’s own construction
of meaning, his own experience of the Other’s music.
I'm sure that anyone who learns to perform music from
another culture experiences a transformation of himself,
to whatever scale. This transformation may come from
the music, but also from all the experiences during the
learning process; meeting people, trying new things,
etc. As for me, a key element is that | participated, and
through my participation | constructed my personal

meaning of the chacarera.

Endnotes

" By that | mean academic research.

2 Baily also presented that phenomenon, to which he

refers as kinesthetic perception (Baily, 1977: 309)

3 Miguel jr.
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Understanding Contradictions Through Popular Music: An Analysis of Coplas and

Cancion De Autor

Mercedes Carbayo-Abengézar and Esther Pérez-Villalba

n this paper we would like to deal with two typical

instances of popular song associated with two
important periods in the history of contemporary Spain.
We are referring to coplas, a musical genre which was
at its peak during Franco’s dictatorship especially in the
40s and 50s, and to cancion de autor, a very important
musical genre in the process of transition from Francoism
to democracy in Spain. Here we will refer particularly to
the well-known copla “Y sin embargo te quiero” (“And
yet, | love you”) from the 1940s, written for, sung and
performed by Juanita Reina and to the 1978 song “Mi
vecino de arriba”, (“The neighbour above me”) written
and sang by singer-songwriter Joaquin Sabina.
Before dealing with coplas and cancion de autor generally
and with “And yet, I love you” and “The neighbour above
me” specifically, we will give a very brief and general
overview of the historical periods in which these two
musical genres were most popular. This will help us to

see both musical genres in their context.

Spanish national identity: a crash course on
hegemonic socio-political discourses

This section constitutes only a very rough

N

and somehow oversimplified version of the Francoist
period and the Spanish Transition. We are aware of the
particularities of the different phases of both historical
periods, as well as of their complexities, ambiguities and
contradictions (1). However, due to obvious practical
limitations, we will not tackle such complexities here.
In spite of its limitations we hope that this section
constitutes a useful introduction to the purpose of this
paper, especially for those readers who are not totally
familiar with the Spanish context.

Our main interest is to pay attention to constructions
of Spanishness (2) in different hegemonic discourses,
both during Franco’s dictatorship and during the Spanish
Transition. We are especially interested in seeing how
these discourses on Spanish national identity interact

with the categories of gender and sexuality.

Franco’s dictatorship (1939-1975)

Especially in its first two decades of existence,
Francoist Spain underwent a period of harsh autarky
and isolation from the rest of the world. Such isolation
was used in Francoist official propaganda to publicly

presentand disguise the Spanish nation as independent

N
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and self-sufficient. Throughout its existence, Francoism
also made use of an extreme version of Catholicisminits
characterisation of Spanish national identity. According
to Francoist official discourses, being Catholic was
innate to the Spanish character. It is also important to
remember that during Franco’s dictatorship there was
an intimate relationship between issues of national
identity and gender. As Yuval Davies (1997) would put
it, it was very clear that Spanish women and men were
expected to fulfil very different roles in serving their
patria. It was also quite clear what being exemplary
Spanish men and exemplary Spanish women meant.
All these gender roles and expectations were based
upon very traditional and static notions of femininity
and masculinity (e.g.: woman as patient and enduring
housewife and mother, etc). Franco’s regime very
much believed in censorship. Such censorship was
fierce and threatening, while at the same time arbitrary
and often rather ‘clumsy’ (Cisquella et all; Sinova). This
censorship did not only affect the mass media, but
also the lives of ‘normal’ citizens on a daily-life basis:
those who dared dissenting publicly from the regime
or its values could easily become involved in serious
trouble. Another important aspect of Franco’s regime
was its faith in tradition. Tradition played a crucial role
in Francoist society. But probably one of the best well-
known aspects of Franco’s ideological stands was

his insane obsession with unity at different levels:

Spain was considered one state and one nation; only
Franco’s political party was legal and there was only
one trade union, that of the state or ‘Sindicato Vertical'.
Thus, Franco’s regime overlooked the existence of
the ‘nacionalidades histéricas’ such as Catalonia, the
Basque Country or Galicia; it publicly denounced the
democratic system as chaotic and degenerative, and
ignored and repressed the existence of class struggles
in Spanish society. Coplas had emerged early in the
century and became very popular in the 20s, but it is
in the Francoist period that they were best widespread
and were used as typical instance of popular song of

the time.

The Spanish Transition (1975-1982) (3)

Most scholars agree that The Spanish
Transition and consequently the 1978 Constitution
were the result of a period of consensus; a period in
which Spaniards’ crave for democracy and freedom
gathered together people of all political orientations. In
this section, however, we will pay particular attention to
the discourses of the Spanish Left of the time. This is
because we believe that, since the sixties, the pressure
exercised by the Spanish Left, both theoretically and
practically, was probably the main driving force in the
processofdemocratizationofthe country. Unsurprisingly,
in many ways, the discourses of the Spanish Left

during the Transition period opposed frontally Francoist
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hegemonic discourses. While Francoism was mainly a
period of autarky, the Spanish Transition boasted about
its internationalist character. Although in the late 70s
Catholicism still continued to be an influential element
in Spanish society, the Spanish Constitution of 1978
declared the Spanish state secular: “ninguna confesion
tendra caracter estatal” (4) ( “no religion will have
official status”). At a different level, the discourses of
the Left apparently supported more modern ‘moveable’
notions of femininity and masculinity. Such discourses
also promoted more sexual freedom for both Spanish
women and men. Also, the 1978 Constitution in its
Articulo 20 acknowledged the right of Spanish citizens
to freedom of expression. The constitutional text also
brought about other crucial changes such as the
legalization of all political parties and trade unions, as
well as the official acknowledgment of the existence
of different nations/regions within the Spanish state.
In this context, cancién de autor (singing-songwriting)
appeared as a very relevant strand of popular song that
voiced especially the discourses of the Spanish political

Left of the time.

Coplas and cancién de autor: some similarities...
and some differences.

We have chosen to speak about coplas
and cancién de autor because, in spite of all their

differences, they both share some similarities. They

both enjoyed a huge popularity in the contexts in which
they emerged. As suggested before, they somehow
appeared as representative genres of their time, as they
supposedly supported, ‘encapsulated’ and recreated
certain hegemonic discourses of their socio-political
contexts. In fact, in Francoist times, copla appeared
as the ‘cancion nacional’ (‘national song’). It was a
genre very well-supported by the regime because it
apparently promoted Francoist values and national
identity. Even the dictator himself was very fond of
this musical genre and its (usually female) copleras or
‘copla performers’.

Already in the mid-to-late sixties, cancion de autor or
political singing-songwriting acquired a very important
active role in voicing issues raised by the political Left
of the moment. Singing-songwriting was then more
than a loud cry for political freedom. The cancion de
autor of the Transition period was a determining factor
in the construction and shaping of a new, more fluid
and progressive Spanish national identity. Francoist
authorities were very much aware of the potential
dangers of singing-songwriting. Thus, they, often
unsuccessfully, exercised different types of censorship
in order to prevent singer-songwriters from releasing
their records and/or organising recitals and concerts.
Structurally speaking, both musical genres are also
similar in some respects. Their songs are often

constructed in such a way that it is inevitable to
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pay attention to their lyrics. Thus, they often offer a
narrative account, a story with a classical beginning-
middle-and-end structure. Also, these musical pieces
are not ‘catchy’ and they are definitely not appropriate
for dancing (5). Some genre conventions also suggest
that these songs are pieces to listen to, rather than to
dance to: the public performance of both coplas and
cancion de autor often entailed the presence of a sitting
public, physical position that somehow encourages
and shows a disposition towards an attentive listening
of the song lyrics. Another important similarity between
both genres is their recurrent direct/indirect use of
poetry and/or poetical allusions (6), and/or their link
to poetry. Let us just mention one example: “The
neighbour above me” was included in Joaquin Sabina’
first album Inventario (Inventory). Most of the songs in
this album were first published as poems a few years
earlier during his exile in the UK (Menéndez Flores 39).
This fact clearly reveals the importance that words and
ideas expressed in the songs in Inventario should be
given. As we can see, all these characteristics prove
that lyrics or rather “lyrics in performance” (Frith) are
crucial elements in both coplas and cancion de autor.
Consequently, our approach to the analysis of “And yet
I love you” and “The neighbour above me” in this paper
will greatly rely on a textual analysis of their lyrics.

In spite of all the similarities that we have mentioned

in the paragraphs above, there are also crucial

differences between coplas and cancion de autor. This
is where listeners’ expectations and preconceived
ideas come to the fore in the process of reception of
both musical genres. Those listeners acquainted with
Spanish music and contemporary history are likely to
approach coplas and cancion de autor with certain
expectations. Among these expectations is the idea
that coplas are likely to be very traditional in their
construction of Spanishness regarding gender and
sexuality. On the other hand, we would expect cancion
de autor to be more dynamic, flexible and modern in
that respect. Therefore, as both feminists and aware
of both Francoist and transitional pro-democratic Left
wing official discourses, we EXPECTED to dislike the
copla “And yet, | love you” and to like “The neighbour
above me”. However, this did not happen. When we
first listened to both songs as curious ‘fans’ rather than
as ‘critics’, we found ourselves feeling somehow closer
to “And vet, | love you” than to “The neighbour above
me”. This first response disturbed us, for it came as
a real surprise and apparent contradiction and this is
why we decided to approach both songs with a more
critical eye. By reflexive self-examination of our own
responses towards both songs we expected to find
out 1) what processes we as (female) listeners had
been involved in, 2) why our responses towards both
songs were so complex, problematic and, we thought,

contradictory, as we felt both love and hate, detachment
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and sympathy towards both “And yet, | love you” and

“The neighbour above me”.

“Y sin embargo te quiero” and “Mi vecino de ar-
riba”: an analysis of their lyrics in performance...

In our detailed analysis of “And yet, | love you”
and “The neighbour above me” we realised that our a
priori expectations regarding coplas and cancion de autor
were not fulfilled. In fact, these expectations proved to be
highly misleading: while “And yet, | love you” seemed to
transgress Francoist hegemonic discourses on gender
and sexuality, an examination of “The neighbour above
me” also proved surprising in a different way: it still
showed some traces of conservatism in its construction
of gendered and sexualised Spanishness.
Starting by “And yet, | love you”, a closer reading of
this copla suggests that the song could be read as a
vindication of Spanish women'’s desire, for example
by looking at how openly the female implied narrator
expresses her (sexual) desire and passion towards
a male implied addressee: “y bajo tus besos/en la
madruga” (‘And under your kisses at dawn’). The
boldness of these lines is significant if we place them in
context, a context in which social decorum and propriety
were the respectable options, particularly among ‘decent’
Spanish women (7).
From a different perspective, it is also interesting to

see how this song asserts Spanish women'’s right to

subjectivity, to the expression of their individual self, to
their own feelings, desires, and anxieties. Moreover, in
this song motherhood is an important part of the female
implied narrator’s life but it is not her whole life; but just
one more aspect of the implied narrator's multi-faceted
life. This should be contrasted with the abnegation
and self-sacrifice promoted in Francoist hegemonic
discourses on motherhood. The following quotation from
Otero’s facsimile compilation of Francoist documents is
self-explanatory: “Through all her life, a woman'’s mission
is to serve. When God made the first man he thought: ‘it
is not good that man is on his own’. And then he made
woman, for his help and company, and so that she would
serve as a mother” [our translation and emphasis]) (Otero
17).

“‘And yet, [love you” could also be interpreted as a feminist-
aware critique of the social and legal discrimination
that affected Spanish women at the time. The implied
narrator faces a desperate situation: she is a probably
working class single mother who receives no economic or
emotional support from her child’s father. On the contrary,
the implied addressee openly sleeps around: “Vives con
unas y otras” (‘From woman to woman you go”) without
suffering social or legal punishment. This song could
be also taken as a critique of male irresponsibility and
promiscuity: the implied addressee does not even want
his ‘illegitimate’ son to bear his name. He does not care

about his child’s future or about the serious problems
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(economic, social, legal, etc) that single mothers had to
face in Spain at the time.

“The neighbour above me” is a problematic text in its
construction of Spanishness regarding gender and
sexuality. As we pointed out before, some traces of
a ‘masculinist’ approach to gender and sexuality are
still present in this song. The following examples will
hopefully illustrate this idea: a feminist reading of this
text suggests that Spanish women'’s sexuality is not
presented here as an ‘end’ in itself, but rather as a
‘means’ used by men to achieve their purposes. In this
particular case Spanish women'’s sexuality is used by
the male implied narrator in order to take revenge of
his pro-Francoist neighbour: in this song an intimate
relationship between the anti-Francoist implied narrator
and the neighbour’s daughter is established. The
existence of this relationship, as such, is not negative.
However, the implied narrator’s account of it is, as seen
in the problematic use of the vulgarism “magrear’-
somehow similar to the English term “to grope”. Paying
attention to performance here is essential to notice that
the implied narrator is showing off. His tone of voice
is pretentious. He is behaving boastfully because he
has managed to seduce his enemy’s daughter. In this
sense, his ‘showy’ attitude does not differ completely
from that of the neighbour above, that “macho espafiol”
(“Spanish male”) whom he abhors and ridicules.

This song seems to be constructed to lead the listener

to sympathise with the implied narrator as the implied
addressee is presented as a pro-Francoist fanatical
disdainful figure that deserves laughter, hate and
pity. Thus, the implied narrator's promiscuous and
irresponsible behaviour seems somehow justified in
the narrative. Again, the problem here is that women
are the playing objects of both men, and especially of
the implied narrator: his speech suggests that he is not
only sleeping with his neighbour’s daughter, but also
with his neighbour’s wife. The real problem here is
that he does never consider the trouble that his casual
relationships with his neighbour’s daughter and wife
may bring to both women.

There is another aspect of both songs that determined
our reception of both musical pieces. We are referring
to the meaningful cluster music-performance (on vinyl).
When analysing why we felt so positively touched by
“‘And yet, | love you” we realised that it was not only a
matter of content, of the possibility of giving its lyrics
a feminist reading. We noticed that the interaction of
the loud and dramatic music with the passionate and
also loud performance of Juanita Reina’s voice gave
this song powerful emotional strength able to have
a big impact on its (female) audiences. In a way, the
intermingling of content, voice performance and music
in this song translates into a positive public defence
and assertion of, usually privately confined, aspects

of (‘feminine’) sentimentality and emotionality. Such
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emotionality contrasts with the more frivolous and light-
hearted music-hall tones in “The neighbour above me”.
However, this is not a recurrent characteristic of singing-
songwriting. In fact, during the Spanish Transition
singer-songwriters and political singers often appealed
to sentimentality and emotionality in their music, lyrics
and performance (e.g.: Victor Manuel’s “La planta 14”,

Joan Manuel Serrat’s “Manuel’, etc).

Working out how to go beyond contradictions...

Given the analysis of “And yet, | love you” and
“The neighbour above me” that we have presented
in the previous section, we will now try to explain our
feelings of love and hate, sympathy and detachment
towards both songs.
As stated above, we like “And yet, | love you” and,
at the same time, we find “The neighbour above me”
problematic in its construction of national identity
regarding gender and sexuality. The question now is:
why do we still feel uncomfortable with “And yet, | love
you’, and we do still enjoy listening to “The neighbour
above me"?
It seems to us that the complex nature of these texts
allows (female) audiences to engage in complex
processes of construction of meaning at the level of
reception although we are not too sure, however, that
the authors of these texts considered such issues at the

level of production. Thus, both songs contain different,

at times contradictory, messages. Although the former
allows a positive feminist interpretation, it also has
some problematic points from a feminist point of view.
It presents a female implied narrator stereotyped in her
uncontrollable passion and love for her undeserving
lover, (‘I love you more than my eyes/I love you more
than my life/more than the air | breath/more than the
mother that gave birth to me”). She also appears in a
complain mood and with a passive attitude towards
getting out of the situation (“Crying by the cradle/the
day | greet/my child has no father/how unlucky | am”).

On the other hand, “The neighbour above me” is also
highly ambiguous as it allows a positive feminist-
oriented interpretation as well. Like “And vyet, | love
you”, this song manages to create spaces for female
agency in different ways: consider, for example,
the neighbour’'s daughter’s open-minded and direct
approach to sexuality (“Take off your trousers’).
Spanish women’s sexuality is presented in this song
‘aseptically’, with no implicit moral judgement against
either the neighbour’s wife or daughter. In fact, in this
song sexuality empowers Spanish women too, even
though we are told about it from the implied narrator’s
rather macho point of view.

The significance of the neighbour’s wife and daughter’s
daring sexual behaviour should be understood in
context. As Garcia Curado points out (44) throughout

its whole existence, the Francoist state was especially
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concerned with the implementation of very strict and
oppressive sexual regulations. However, these sexual
regulations, a good example of Francoist double
morality, did not affect men and women in the same
way. Such discourses affected women negatively
much more than they did affect men. Spanish women’s
sexuality was totally repressed and female ‘chastity’
was enforced. They were taught that sex was a
‘wrong necessary for procreation’, always within the
acceptable limits of marriage, of course (Garcia Gracia
& Ruiz Carnicer 93, 121).

At a different level, both songs could be seen as ‘relief
valves’ that somehow ‘materialise’ some (heterosexual)
female (sexual) desires and fantasies. The term
fantasy’ often appears as problematic in feminist
criticism. Janice Radway in Reading the Romance
reaches the conclusion that the materialisation of
fantasies in fictional texts (i.e. romances) is not really
empowering for women, as that realisation of fantasies
does not actually translate into real changes in real life,
but very much the opposite. On the contrary, like Cora
Kaplan, we believe that fantasies are not necessarily
negative. In fact, fantasies and day-dreams are signs
of our humanity and necessary elements/processes of
the human psyche. Moreover, as Kaplan also points
out, fantasies are not good or bad a priori. Instead,
we should look at what kind of fantasies are being

constructed and pay attention to the ideological and

political implications of particular fantasies (153). In
other words, “Our priority ought to be an analysis of
the progressive or reactionary politics of the narratives
to which they [fantasies] can become bound in popular
expression.” (165).

Considering this argument, the following interpretation
of Sabina’s song seems plausible: in “The neighbour
above me”, the neighbour’s wife is given a (mediated)
voice to complain about her unsatisfactory sexual
relationship with her husband. She is given the voice
that her authoritarian hushand and Francoism denied
her. The narrative also gives her the moral right to ‘spice
up’ her alienating marital sexual life with the excitement
of an affair. In the case of “Y si embargo te quiero”, the
song gives the implied narrator a voice to express a
desire and determination that are indeed very daring
for a woman living in Francoist Spain. She tells us that
she was warned about that man was but she “decided”
not to listen. Instead, she followed her own heart and
desire, a very unusual thing to do for a woman under
Franco’s dictatorship: “A thousand times | was told/but

| never cared to listen”.

In this paper we have offered our personal
interpretation of both “And yet, | love you” and “The
neighbour above me” from a feminist perspective,
always considering the broader historical contexts of

both songs. However, in our examination of both musical
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pieces, other questions and issues regarding audience
reception have risen. We know that both songs were
well received by a wide female audience in Spain at the
time they were released. We are interested in exploring
to what extent these (female) audiences were aware
of the contradictory messages latent in both songs
in their constructions of gender and sexuality. If they
were (fully) aware, it would be interesting to know to
what extent they cared about such issues and how
their  feminist-oriented/feminist-aware  audiences
reacted towards both songs, both in Francoist times
and/or during the Spanish Transition. Another question
that emerges is to what extent these feminist-oriented
audiences felt that these two songs managed to open
up spaces for them that satisfied some of their needs
at different levels. In order to find some answers to
these questions we have started carrying out some
ethnographic research that, although still in its infant
stages, is already showing some interesting outcomes.
We expect this ethnographic work to help us go further
in our research and in the understanding of some of the
contradictions that we have posed and tried to examine
in this paper. In the process, we also hope to gain some
knowledge of our (at times contradictory) selves as
(just to mention a few adjectives) Spanish, feminist and

political subjects.

Endnotes

1. For detailed analyses of both historical periods see
the following works, all of them good examples of
modern Spanish historiography: Asociacion “Mujeres
en la Transicion democratica’, 1999; Moradiellos,
2000; Barciela, Lépez et all, 2001; Gracia Garcia &
Ruiz Carnicer, 2001; Fusi, 2000; Garcia Curado, 2002;
Eslava Galan, 1997, etc

2. Following scholars such as Anderson (1983), Billig
(1995) and Gellner (1983) we will consider the concepts
of ‘nation’ and ‘national identity’ to be historical fluid
human constructions, rather than static natural givens.
In the case of Francoist Spain the omnipresence of
an essentialist conception of ‘Spanishness’ was an
everyday-life issue from 1939 up until Franco’s death
in 1975. Issues around concepts of what being Spanish
meant also dominated the Spanish Transition in a
different way.

This paper will also rely upon the following ideas: 1)
these very complex categories of ‘nation” and ‘national
identity’ offer interesting contextual particularities; 2)
these specificities are in part the result of the interaction
of other also complex constructed categories such as
gender and sexuality, which, in turn, are often also
context-specific (Yuval Davies, 1997; Yuval-Davies &
Anthias, 1989; Mosse,1985; Parker et all.,1992).




3. Choosing dates for the beginning and end of the
so-called Transicion Espariola is a highly problematic
and controversial matter since its chronological
boundaries vary depending upon the criteria one is
focusing upon: economic, strictly political, musical,
cultural, or social. For purposes of clarity here we
have chosen 1975, year of Franco’s death, as the
starting date, and 1982, year in which the Spanish
Socialist Party came to power as the closing date.
However, we must emphasize that both periods
overlap especially when considering cultural and

musical factors.

4. Constitucion Espafiola, 1978 (http://alcazaba.unex.

es/constitucion/indice.html).

5. Considering Spanish standards and context, of
course. As Peter J. Martin points out, we believe
that “the meanings of music are neither inherent
nor intuitively recognised, but emerge and become
established [...] as a consequence of the activities of
groups of people in particular contexts. The way that
we ‘make sense’ of music is not innate but depends on
our acquisition of commonsense, taken-for-granted
ideas about how it ought to sound. In every culture,
some conventional patterns of organised sound
becomes accepted as normal and even natural.”

(1995: 46, 47).
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6. While cancion de autor made obvious/latent use
of often complex highly regarded poetry (by Federico
Garcia Lorca, Rafael Alberti, etc), coplas often made
use of more accessible poetry by ‘minor’ poets or from

cancioneros populares.

7. We are aware of the theoretical difficulties implicit
in the use of the term ‘women’, or even ‘Spanish
women’, as other categories such as gender, age,
sexual orientation or class interact in its construction.
For the purpose of this essay, however, we will assert
the validity of the rather general label ‘Spanish women’,
adopting Denise Riley’s ‘pragmatic’ position towards

the category ‘women’ ‘it is compatible to suggest
that ‘women’ don't exist-while maintaining a politics of
‘as if they existed'-since the world behaves as if they

unambiguously did” (1988: 112).



http://www.theavclub.com/avclub3318/avfeature3318.html
http://www.theavclub.com/avclub3318/avfeature3318.html

Appendix
Y sin embargo te quiero

Me lo dijeron mil veces

Mas Yo nhunca quise poner atencion
cuando vinieron los llantos

ya estabas muy dentro de mi corazon.
Te esperaba hasta muy tarde
ningun reproche te hacia

lo mas que te preguntaba

era que si me querias.

Y bajo tus besos en la madruga

sin que tU notaras la cruz de mi angustia
solia cantar.

Te quiero mas que a mis 0jos

te quiero mas que a mi vida

mas que al aire que respiro

y mas que a la madre mia.

Que se me paren los pulsos

si te dejo de querer

que las campanas me doblen

si te falto alguna vez.

Eres mi vida y mi muerte

te lo juro comparero

no debia de quererte,

y sin embargo te quiero.

Vives con unas y otras

y nada te importa de mi soledad
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sabes que tienes un hijo

y ni el apellido le vienes a dar.

Llorando junto a la cuna

me dan las claras del dia

mi nifo no tiene padre

qué pena de suerte mia.

Y bajo tus beso en la madruga

sin que tu notaras la cruz de mi angustia
solia cantar...

Y sin embargo, te quiero.

And yet, | love you

Athousand times | was told

but | never cared to listen

when the tears came

you were already deep inside my heart.
Till the early hours | waited for you
never a reproach crossed my mouth

all | dared ask was

if you loved me.

And under your kisses at dawn

without your noticing

my agony used to sing.

| love you more than my eyes

| love you more than my life

More than the air | breathe

More than the mother that gave birth to me.

Let my beating stop




if ever my loving dies

let the bells toll

if | ever betray you.

You are my life and my death

| swear mate

| should not love you

And yet, love you | do.

From woman to woman you go
and my loneliness no longer counts

you know you have a son

to whom you even deny your name.

Crying by the cradle

the day | greet

my child has no father

how unlucky | am.

And under your kisses at dawn
without your noticing

my agony used to sing...

And yet, | love you.

Mi vecino de arriba

Mi vecino de arriba

Don un Fulano de Tal.

Es un sefior muy calvo,
muy serio y muy formal,
que va a misa el domingo
y fiestas de guardar

que es una unidad de destino
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en lo universal,

que busca en esta vida
respetabilidad,

que predica a sus hijos
responsabilidad.

Llama libertinaje

a la libertad.

Ha conseguido todo
menos felicidad.

Mi vecino de arriba

hizo la guerra y no

va a consentir que opine
a quien no la gano.

Mi vecino es un recto
caballero espafiol,

que siempre habla ex catedra
y siempre sin razon.

Mi vecino de arriba

es el lobo feroz,

que va el domingo al futbol
y ve television;

engorda veinte kilos

si le llaman ‘sefior’,

que pinta en las paredes:
“rojos al paredon’.

Al vecino de arriba

le revienta que yo

deje crecer mi barba




y cante mi cancion.

Mi vecino de arriba

es mas hombre que Yo,
dice que soy un golfo

y que soy maricon.

Mi vecino de arriba

se lo pasa fatal

y que yo me divierta

no puede soportar,
cuando me mira siente
ganas de vomitar;

si yo fuera su hijo

me pondria a cavar.

Mi vecino de arriba

en la barra del bar,
cuando se habla de sexo
dice que es Superman.
Es una pena que su mujer
no opine igual: “De sexo, las mujeres
no debian opinar”.

Mi vecino de arriba

un dia me pesco
magreando a su hija
dentro del ascensor.

Del trabajo volvia
cuando reconocio

la voz que me decia:

“‘quitate el pantalon”.
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Aun estoy corriendo,

no quiero ni pensar

lo que habria sucedido
si me llega a alcanzar.
Como hay nifios delante
no les puedo contar

lo que con un cuchillo
me queria cortar.

Me he cambiado de casa,
de nacionalidad,

pero, a pesar de todo,
todo ha seguido igual;
los vecinos de arriba
inundan la ciudad,

si tu vives abajo,

no te dejan en paz.

The neighbour above me

The neighbour above me,

Mr X,

is a very bald,

serious and formal sir

who goes to mass on Sunday

and observes other religious celebrations,
who is ‘unity of destiny

in universality’

who looks

for respectability,




who preaches responsibility
to his children.

He confuses freedom

with libertinism.

He has got everything

but happiness.

The neighbour above me
made the war and will not
allow anyone who didn’t win it
express an opinion.

My neighbour is a

strict Spanish ‘gentleman’
who always speaks ‘ex-catedra’
but is never right.

The neighbour above me

is the fierce wolf;

he goes to see the football match on Sunday
and watches TV,

he feels so proud

if someone calls him ‘sir’,

he paints on walls:

“Death to reds”.

The neighbour above me
really hates it

when | grow my beard

and sing my song.

The neighbour above me

is more of a man than | am,
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he says | am an urchin

and a poof.

The neighbour above me

never enjoys himself

and he can't stand it

when I'm having a good time.
When he looks at me

he feels like vomiting.

If 1 was his son

he would teach me what life is all about.
The neighbour above me

in the bar

when talking about sex

says he is “Superman”.

Itis a pity his wife doesn't agree;
“Women should not think or talk about sex”
One day my neighbour

caught me

‘groping” his daughter inside the lift.
He was coming from work

when he recognised

the voice telling me:

“Take off your trousers”.

I'm still running,

| don’t want to think

what would have happened

if he had caught me.

As there are children around




| can't tell you

what he wanted to chop off
with his knife.

| have moved houses,

| have changed my nationality
but, in spite of all this,
everything is still the same.
The ‘neighbours above’
dominate the city

if you live below them,

they don't leave you in peace.
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Skinny Ties and Valley Girls: Gender, Genre and the 1980s Teen Movie

Theo Cateforis

The summer of 2003 marks the twentieth
anniversary of the release of the American teen
movie classic Valley Girl. A movie forever linked to its
depiction of 1980s suburban California youth culture, a
large part of Valley Girl's cult status also derives from
its collected soundtrack of new wave songs from the
early 80s which includes selections from such artists
as The Psychedelic Furs, Modern English, Sparks, The
Payolas, Josie Cotton, and many more. In 1994 and 95,
Rhino records recognized the movie’s special legacy by
reissuing not one, but two Valley Girl soundtrack CDs,
featuring a total of over 30 tracks.(1) As | argue in this
paper, the movie Valley Girl stands at a crucial juncture
not only in the history of the teen movie genre but in
the use of the popular music score within these films.
Furthermore, | suggest that examining the use of new
wave songs in Valley Girl can help to historicize some
of the meanings surrounding the new wave movement
of the early 1980s.

In recent years popular music scholars have turned
their attention more and more to the use of compilation
scores and popular songs in film studies. (Brackett,
Smith, Wojcik and Knight). Few film genres seem more
naturally suited to this type of study than that of the

American teen movie, a genre typified by its reliance on

popular music soundtracks and youth market revenues.
By 2001, the 80s and 90s teen movie genre had become
such a familiar presence on American movie screens
that it had even inspired a parody, the aptly named
Not Another Teen Movie. A brief examination of a clip
from Not Another Teen Movie, which lampoons some
of the genre’s most entrenched cliches, can be used to
illustrate some of the typical ways in which teen movies

currently utilize the pop music compilation score.

The excerptin question occurs near NotAnother
Teen Movie's beginning, where we are first introduced
to many of the film’s main characters who are modeled
after familiar teen movie stereotypes. Like the use of
many popular songs in film, the ones that we encounter
here are used for their referential or associational
properties, drawing on the audience’s knowledge of
the songs or styles in question. As the clip begins, the
camera follows the characters roaming the hallways
of the local high school. The first character, Ricky, is
a parody of Duckie, the notorious platonic ‘boyfriend’
from the 1986 film Pretty In Pink. His entrance is
accompanied by a modern re-recorded version of The
Cure’s 1985 single “In Between Days” (performed by

California punk rockers Face To Face), a selection
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that establishes the appropriate mid-80s reference
point. The clip then cuts to the next scene which uses
a re-recorded version of The Vapors’ 1980 hit “Turning
Japanese” (also by Face To Face) to underscore the
ridiculous scenario of a caucasian student pretending to
be Asian (a parody on the more familiar white teenage
appropriation of African-American hip hop culture).
The “Wannabe” Asian character is used to segue to the
next scene, where he is joined by two other freshmen,
who together form a trio of geeks. The music here is
less conspicuous than in the previous two scenes; it
is the song “Lucy” by the mid-major alternative rock
band Sprung Monkey, and it is the only contemporary
example from this clip. Because, however, it is muted
in the soundtrack it seems to act less referentially, and
more as a type of filler.(2) The fourth and last example
from the clip is used to transition to the next scene.
We cut to a female character’s ‘slow motion walkby’,
modeled on Jennifer Love Hewitt's portrayal of Amanda
Becker from the movie Can't Hardly Wait. Amanda
is the object of one of the freshman geeks’ chaste,
unrequited romantic interests, and her gracrful descent
down the school’s flight of stairs is underscored by the
airy opening keyboard strains of the mid-80s power
ballad standard, REO Speedwagon’s “Can’t Fight This
Feeling.”

While the score here obviously is particular to its

parodic goals, the reason its humor strikes a chord is

precisely because the use of the songs is so typical of
recent teen movie soundtracks. Like most recent teen
movies, Not Another Teen Movie employs a diverse
song selection, drawing from a large repository of
different genres and periods of recent pop music
history.(3) Also, these songs appear in overwhelmingly
nondiegetic contexts; rather than emanating from
the movie’s fictional space, the songs are used to
instigate scene changes and emphasize stereotypical
characters.

On the surface, Valley Girl is a film that seems to share
many similarities with these basic teen movie tropes.
The movie's title, for example, derives from one of the
most celebrated teen stereotypes of the early 1980s,
the suburban California “Valley Girl” whose teenage
slang and ritualized shopping habits were first
famously satirized by Frank and Moon Unit Zappa in
their hit single “Valley Girl,” from 1982 (a song, which
does not, however, appear in the movie). The plot of
Valley Girl like so many teen movies centers around
the social obstacles that threaten to prevent the teen
protagonists from realizing their romantic desires. In
this case, Julie, a popular, straight-laced girl from the
valley, wants to be with Randy, a rebellious vaguely
punk-ish outsider from Los Angeles, who is played by
Nicholas Cage in his first starring role.

The disjunction between these two lead characters is

underscored in the film by the use of the music score.
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Julie is associated with a commercial, dance-oriented
(and supposedly ‘artificial’) style of synthesizer pop,
while Randy is linked with the masculine ‘authenticity’
of guitar rock and bar bands. Midway through the
movie Julie and Randy’s romance appears doomed as
Julie’s trio of girlfriends and her ex-boyfriend from the
Valley, Tommy, pressure her into leaving Randy. As
with so many other teen movies, however, the broken
relationship is eventually salvaged at the high school
prom when Randy rescues Julie from her suburban
Valley fate and whisks her away into the night.

For all the structural plot similiarities between Valley Girl
and the current crop of today’s teen movies, the use of
music is much different than what one finds in more
recent films. Unlike the clip described above from Not
Another Teen Movie, the majority of Valley Girl's pop
song score is employed diegetically. A brief discussion
of three scenes from Valley Girl will reveal how the use
of this diegetic music serves to reinscribe divisions of
gender, taste, and physical space, all of which drive the

film’s basic plot.

The first excerpt — roughly half a minute in
length — is from early in the film, as Julie and her friend
Stacy get dressed in Julie’s bedroom, preparing for a
night out at a party in the Valley. As Julie and Stacy
discuss Julie’s ex-boyfriend, Tommy, who Julie has

L

just dumped, we hear The Psychedelic Furs’ “Love My

Way” playing in the background. The diegetic music
in this scene is produced through one of the most
conventional of cinematic devices: the interior female
space of the adolescent girl's bedroom, with the song
emanating from a radio or perhaps a record player. (4)
More significantly, the music establishes early in the
film Julie’s association with synthesizer pop.

The second excerpt is taken from after Julie and Stacy
have arrived at the Valley party at the point Randy and
his friend Fred show up, unannounced and uninvited.
Valley Girl, like almost every teen movie, uses the
party scene as one of the most obvious physical
spaces for the introduction of diegetic music. In this
case the synthesized pop dance music that we hear
—the song “The Fanatic,” courtesy of the obscure new
wave group Felony — immediately signals Randy and
Fred's discomfort and serves to accentuate the cultural
distance between them and the suburban Valley
teenagers. Like many of the other songs featured in
the party scene, what is most remarkable about “The
Fanatic” is that we hear the track in nearly its entirity.
Director Martha Coolidge presents the scene as
‘realistically’ as possible. Party scenes in more recent
movies rarely feature an entire song, instead opting to
use song cues to announce and emphasize different
spaces within the ‘party house’.

Julie and Randy eventually meet at the party, where

they immediately form a connection. But before
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anything can happen between the two, Tommy and his
friends kick Randy and Fred out of the party. Randy,
however, sneaks back into the party to retrieve Julie,
and they leave together with Fred and Stacy, venturing
in Fred’s car out into the dark urban street setting of
Los Angeles. In the third clip — roughly one and a
half minutes in length — we find the two couples in a
noisy club where their late night travels through L.A.
have landed them. Here, the ‘live’ diegetic music is
provided by local Los Angeles rock band The Plimsouls
who perform “Everywhere At Once” followed by “Million
Miles Away” (in actuality they are lip-synching to the
recordings).  The gritty interior of the bar and the
loud guitar-based music serve to establish both the
public domain and masculine authenticity of Randy’s
character.

Based as Valley Girl is on the cultural and even
geographical differences of its two main characters, it is
quite different from many of the teen movies of the past
twenty years. Released in 1983, Valley Girl stands as
one of the last of the genre to appear before the rise of
John Hughes' popular and influential mid-80s teen films.
Unlike most of Hughes' produced/directed features,
Valley Girl is a movie largely devoid of the intra-high
school social heirarchies and youth caricatures (such as
the geek, the jock, the popular girl, etc...) that Hughes
intoduced with his directorial debut, Sixteen Candles

and then a year later with The Breakfast Club.

Also, like many early 80s teen compilation scores,
Valley Girl's selection of songs draws entirely from
contemporary popular music.(5) While the music in
Valley Girl is undoubtedly introduced to benefit the
dramatic conventions of the storyline, and to highlight
the polarized differences in gender, social status, and
musical taste, at the same time the songs all emanate
from within a single genre: that of new wave. | want to
suggest that a consideration of the contrasts in musical
style embodied by Julie and Randy reveals a basic
ambiguity in the definition of new wave itself, that by
1983 had reached a critical peak.

To gauge the measure of this ambiguity, one need only
look at the influential Trouser Press Guide To New
Wave Records, published in 1983 (the same year of
Valley Girl's release) by rock critic and Trouser Press
magazine editor Ira Robbins. In the introduction to
the Trouser Press Guide, Robbins admitted that while
his book was an attempt to provide a comprehensive
overview of new wave music on record, this had become
a hopeless task. As he claimed, new wave, a genre
that had initially emerged via the 1976 punk revolution
had become by 1983 too broad and stylistically diverse
to properly categorize or catalog. The historical
segmentation behind this diversity is on display in
Valley Girl. On one level, the character of Randy, for
example, is meant to represent the original new wave

spirit of punk, a connection that many film critics at the
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time commented upon. This connection, however, is
never truly established in the score, as Randy is linked
not with punk music but with The Plimsouls, one of
LA's premiere power pop bands. Power pop had first
achieved recognition in 1978, as one of the earliest
examples of the new wave movement to emerge from
out of the shadow of punk. And crucially, to rock critics
of the time like Greg Shaw of Bomp! magazine, power
pop represented a new authentic synthesis of rock'n’roll
styles.

By 1983, however, power pop was but one of many
new wave styles. New wave had distanced itself from
punk, splintering into a number of categories, and
achieving a wider commercial recognition through the
synthesizer-styled bands associated with the character
of Julie. Correspondingly, new wave, as Ira Robbins
would later describe in 1991, had come to be depicted
as a “derisive designation for watered-down bands who
affected a hip style but were bland enough for American
pop radio” (vii). New wave had become a battleground
between authenticity and artifice. By the time Robbins
published the second edition of The Trouser Press
Record Guide in 1985, a mere two years after Valley
Girl, he had completely dropped the label of new wave
from the book’s title, explaining that the phrase had lost
its musical specificity, and that furthermore it was no
longer in use by most music writers.

In the battle of new wave’s conflicting meanings,

however, it was clear by the mid-1980s which version
would have the most lasting representation in teen
movies. The feminized “techno rock” that Nicholas
Cage’s Valley Girl character had complained about in
1983 had not only survived, it had come to assume
its own oppositional stance, most notably in the 1986
film Pretty In Pink, where it became associated with
the female outsider character of Andy played by Molly
Ringwald. With its influential score featuring British
synth-based bands like Orchestral Maneuveurs in the
Dark and New Order, the Pretty In Pink soundtrack
helped establish a new alternative precedent for new
wave music of the 80s.

The influence of this music on today’'s teen pop
movies continues to be felt, with compilation scores
that often feature cover versions of new wave songs.
The soundtrack that Maverick records released for
Not Another Teen Movie, for example, consists almost
exclusively of alternative rock cover versions of 80s
synth pop new wave songs, with artists like Marilyn
Manson re-doing Soft Cell's “Tainted Love” and
Stabbing Westward performing New Order’s “Bizarre
Love Triangle.”

In closing, | would like to consider one last clip, an
excerpt from Not Another Teen Movie. It is the only
scene in the movie that makes any reference to Valley
Girl, and it is purely a musical allusion: an updated

instrumental version of the Modern English song “I Melt




105

With You,” the track that in Valley Girl is notably used
to accompany Julie and Randy’s romantic montage.
In Not Another Teen Movie, however, ‘| Melt With
You" is used to underscore our introduction into the
post-Hughesian teen movie universe. A re-recorded
version of the song (performed by California alternative
rock band Mest) plays as a tour leader introduces
the incoming freshmen students to John Hughes
High School, where he explains that for the next four
years they will be expected to adhere to rigid youth
stereotypes and caricatures. It is one of the film’'s most
humorous moments, but more importantly it serves to
emphasize the line that forever separates the history of
Valley Girl's pre-Hughesian past from the legacy of its

generic present.

Endnotes

All references to songs used in the movie refer to the version
of Valley Girl that has been widely available on video for the
past twenty years. The original theatrical release included
Toni Basil's “Mickey,” Culture Club’s “Do You Really Want To
Hurt Me,” Bananarama's “He Was Really Sayin' Something,”
and Sparks & Jane Wiedlin's “Cool Places,” all of which
appear on Valley Girl: More Music From the Soundtrack, but
not on the video. In total, 19 of the 31 tracks on the two Rhino

collections were featured in the film.

| am not the only one to share the assessment that Sprung
Monkey's work resembles ‘filler’ more than anything else.
As All Music Guide writer Bradley Torreano describes in
his review of the group’s 2001 release Get A Taste: “an
entire aloum that sounds like the filler found on teen movie

soundtracks.”

The commerical soundtrack that Maverick released for the
film extends this diversity even further. None of the four
examples from the clip are included on that soundtrack.
Rather, it is a “gimmick” soundtrack that features twelve
cover versions of 80s songs performed by contemporary

alternative rock bands.

Male protagonists in teen movies are rarely shown with

families or in a domestic setting. Randy’s true home is his




urban environment of niteclubs and city streets. Mention of

his parents, home, or even a job is never made.

However, it should be mentioned that as with most
teen movies, there is a great deal of “composed” music
— particularly in the second half of the film - that is used
to underscore those more complex emotions (frustration,
confusion, longing, absence, efc...) that traditionally seem

less sufficiently served by the pop song.
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FinalScratch: Inaugurating a Virtual Authenticity?

Sara Wei-Ming Chan

-

Technological innovation in music has always
prompted change in the relations of musical
composition, performance, and reception. Consider,
for example, the enormous impact following the advent
of recording technologies such as the gramophone,
which revolutionized the way music was stored,
disseminated, and consumed. A more recent example
might include the electrification of instruments—electric
guitars, amplifiers, and microphones paved the way for
the modern rock performance and sound. However,
the emergence of digital music in particular has
enacted a change more fundamental, what Mike Berk
has christened a “new sonic paradigm,” (Berk, 199).
What this paradigm of the digital rests upon is a radical
revision of the very materiality of music and sound,
thus dramatically altering typical understandings of
authorship and authenticity. As such, more conventional
considerations of how music is made, performed, and
received are thrown into question. The new conditions
of musical expression enabled by digital technologies
call for a reevaluation of what the terms “music” and
‘musician” mean to us.

Amid these debates emerges FinalScratch, a
technology allowing traditional vinyl DJs to incorporate

digital formats into their performances. While the

ability to mix and play digital files is not a novel concept
—indeed, CD-turntables have already allowed for this-
- FinalScratch distinguishes itself as the only system to
maintain the traditional turntable-mixer configuration.
Of greater interest is its retention of the feel and
functionality of the vinyl record, the analogue device
that remains a vital part of electronic music culture.
As their website proclaims, FinalScratch lets you “play
digital the analogue way!”

As we observe its launch into club culture, the
possibilities created by FinalScratch help to elucidate
both this “new sonic paradigm” and the dilemma
posed by digital music technologies to conventional
ideas of authenticity and expression. By anchoring
this innovation within the debates surrounding music
technology, | will argue that our traditional notions of
what constitutes an “authentic’ musical expression
demand revision in the face of emergent technologies
and their employment specifically within dance music

cultures.

For nearly a century after the advent of the
gramophone, the conditions of musical experience
remained fairly stable: audiences attended live

performances, or consumed recorded music in the
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home. However, two key developments served to
modify these conditions. The first was a change in the
mode of reception, when the experience of recorded
music shifted from the privacy of one’s living room
to public spaces. What the record hop provided in
the 50s and 60s, followed by disco in the 70s, was a
public forum where people congregated to listen to
pre-recorded sounds. This type of listening practice
posed a threat to the primacy of the ‘live’ performance
as the principal source of listening entertainment
(Thornton, 28). Inherently linked to this development
was the transformation of the turntable into a musical
instrument, inspired by disco DJs in the early 70s
and further developed by hip-hop DJs a decade later.
As DJs began to manipulate records, programming
entire ‘sets’ of continuous dance music and learning
to beat-match, layer, scratch and cut, the entire realm
of musical meaning began to destabilize (Gilbert and
Pearson, 126). Though their original intent was for
playback in the home, the vinyl record and the turntable
had been reappropriated by DJs, their use redirected
towards a new mode of performance and expression.
The practice of mixing and manipulating pre-recorded
material in order to generate new soundscapes
reinvigorated the sonic fabric of recordings. What
resulted was what Kodwo Eshun hails as “a whole new

conceptual attitude toward sound: the idea that every

record is open to misuse and can be combined with a

J

second record” (Eshun, as gtd. in Shapiro, 102).
Accompanying these shifts in the modes of reception
and performance was an adaptation of what constituted
an authentic musical expression. Earlier notions of
authenticity were underpinned by a specific cultural
logic: the artist was considered a creative agent, whose
works conveyed an original, genuine expression of his
or her soul. Such ideas are based in the concept of
what Mark Poster calls the “analogue author’— cultural
expression, in essence, is an inscription, a mirror-
image analogous to the artist’s authentic, original idea.
Walter Benjamin’s writings on the subject perhaps
best exemplify this viewpoint. Benjamin claimed that
technologies of reproduction and the presence of the
copy were stripping art of its ‘aura” and presence as an
authentic, unique artefact. Principles of artistry based
on aura, according to Benjamin, considered originality
to be the fundamental condition of authenticity (51).
Though Benjamin was referring to the visual arts, the
emergence of various recording technologies have
prompted critics to lodge similar complaints in the
realm of music. Michael Chanan has remarked that
such reproductive techniques have created a “distance,
both physical and psychic, between the performer and
audience that never existed before,” claiming that “music
has become literally disembodied.” Such critics lament
the removal of the bodily presence and aura exuded

by live musicians, relegating the recording to a mere
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level of “copy” of the original or authentic performance.
| would argue, however, that such a position fails to
envision alternative authenticities by narrowly limiting
“aura” or originality to a specific and outdated model of
music-making, performance, and meaning. As such,
it has neglected the potential for this very model to
change—and in its transformation, the opportunity for
new schemas of musical meaning to emerge.

It is arguable that recording technologies did not so
much remove “aura” as re-locate it, for, to quote Sarah
Thornton, “technological developments make new
concepts of authenticity possible” (29). This assertion is
elaborated in Thornton’s discussion of how authenticity
came to surround recorded music rather than the live
performance, which had until the mid-80s been the
primary site of authenticity. The advent of recording
and production abolished this visual ascription of
authenticity and erased the physical presence of the
musician valued in the live performance.

This erasure was accompanied by what Thornton calls
the shift from “live cultures” to “disc cultures,” signaled
by an inversion of the traditional notion of performance
as the original, and its recording as the derivative. As
performance and recording swapped status, records
accrued their own authenticities through a process of
“enculturation,” naturalized by disco and club culture so
as to seem “organic and natural” (Thornton, 29). In disc

cultures, then, recordings became a given: it was what

was done with and to them that enacted a performance.
This type of musical expression, constituted by and
through the copy, turned the traditional conception of

authenticity on its head.

Now that the expressive, creative use of
records has embedded itself in club and rave culture,
however, it is debatable whether the employment of
new technologies will reshape how we think about
authenticity and authorship. The shift from live to disc
cultures, arguably, opened the door for a different kind
of creative agent in the shape of the DJ. However,
on the brink of this discussion lies the digitization of
music and the tools that enable its production and
dissemination, and with it the spectre of a new figure:
what Mark Poster calls the “digital author,” a character
we will visitin more detail later on.

The introduction of the first ‘digital sounds,” created
somewhat of a rift amongst musicians and fans. Jeremy
Gilbert and Ewan Pearson have observed that from the
mid-80s onwards, digital music technologies were seen
as a threat to “real” music, just as DJs and producers of
computer-based music did not garner the status of true
musicians (112).  Authenticities became increasingly
associated with the type of technology used to create
a musical piece, creating a division between digital
and analogue forms and techniques. Joseph Auner

characterizes this debate as an aesthetic battle between
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analogue sound, (associated with warmth, humanity, and
authenticity); and the digital sound, usually considered
inauthentic due its coldness and “disembodied” nature
(n.pg.)

Regardless of these aesthetic debates, digital music has
undoubtedly altered the very materiality of music. While
the gramophone launched a revolution in the storage and
dissemination of sound, digital music marks a different
kind of storage and retrieval by facilitating the distribution
of data rather than sounds. In this ‘grand upset’ between
analogue sound and digital information, the technical
reproduction of music is accelerating beyond what
Benjamin might have imagined, with one key difference:
the digital adheres to no sense of “original;” but rather to
a configuration that inherently lends itself to reproduction
and manipulation. WIRED magazine editor Kevin Kelly
identifies precisely this liquidity of digital music as its
most important characteristic (30). The fact that digital
music is fluid—and thus re-arrangeable, malleable, open
to distortion, layering with other sounds, sampling, and
bending—inspires the explosion of do-it-yourself home
production and the infinite vault of MP3s circulating
on the Net. This, according to Kelly, is where the real
revolution lies. Andrew Goodwin concurs, declaring
that in the digital era, the traditional musical hierarchy
is rapidly becoming outdated as the concepts of “music”
and “musician” are rendered as fluid as these new digital

forms (77).

The MP3 revolution and the abundance of digital
composition software and instruments are transforming
the landscape of electronic dance music in particular.
The increasing accessibility of digital production tools
invites DJs to move beyond their role as performer, and
into the realm of producer and composer. While club
and rave cultures center around a form of music that is
overtly technological in nature, however, they retain a
curious devotion to the anachronism of the vinyl record.
Open to debate is whether the vinyl record can actually
be replaced by CDs and digital formats such as MP3s
and .wav files. As most DJs insist, nothing beats the
feel of vinyl and the nuances involved in touching,
cueing, and pulling back the record when performing.
Despite the enormous popularity and potential of digital
recordings, the vinyl record and its ‘warm’ analogue
sound remains an object imbued with authenticity on
an aesthetic, sonic, and technical level in club cultures.
Its sound, its look, and its central place in DJ culture
indicate that the vinyl record is likely to maintain its
dominance in dance music cultures.

Emerging now, however, are attempts to draw on the
liquidity and advantages of digital formats without
compromising the prized tactility of vinyl. FinalScratch,
a platform developed by the Dutch company N2IT,
leads this attempt. It is the hope of its developers
that FinalScratch will bridge the rift between analogue

and digital, opening up new spaces for musical
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performance and expression. While various models of
CD mixers have tried, and generally failed, to mimic
the feel and function of vinyl turntables, N2IT is the first
to provide an interface that works exactly like a vinyl
record. FinalScratch is ground-breaking in its ability
to circumvent concerns over the loss of the “feel” or
“touch” of vinyl while effectively incorporating the digital
into a culture that has generally balked at using such

formats.

Screen video

As one might imagine, the implications of this
innovation are numerous. On a practical level, no longer
must a DJ cart around limited amounts of heavy vinyl,
instead being able to carry their entire music collection
on their laptop. There are also aesthetic issues raised
by the die-hard analogue heads and legal or ethical
concerns that situate FinalScratch within those debates
concerning peer-to-peer software programs. However,
of greater interest in the context of this paper is how
FinalScratch aligns itself closely with the possibilities
enabled by digital music’s liquidity. FinalScratch is a
development that expands the creative potential of any
DJ, encouraging them to become producers as well as
performers. With the proper software, any DJ can rip
a new track from vinyl, CD, or the Internet, and edit
it to their liking. However, FinalScratch allows them

to play it that evening at a performance as if it were

N

vinyl—omitting the time and expense of creating a dub
plate or pressing it to vinyl.

As a result of these possibilities, the entire creative
process is made much more accessible and immediate
to the average DJ. Richie Hawtin, a pioneer in the
techno scene and one of the first DJs to showcase the
technology, has spoken out on the creative potential
afforded by FinalScratch. As he claims, “Being able to
perform with digital files has caused me to re-evaluate
anything | play. | don’t want to play the regular version
of any record anymore. | want to edit everything” (Gill,
n. pg.). The sanctity of the text, in such a case, is
arguably undermined as musical tracks are increasingly
rendered fluid, unfinished, open to manipulation and
revision by other producers and performers.

DJs such as Hawtin signal the emergence of Mark
Poster’s digital author, a figure whom he claims will
“designate a new historical constellation of authorship”
(69). The digital author, unlike the traditional analogue
author, works with bits of malleable, sampled data,
perfectly reproduced and reproducible. No longer,
then, must one expect the fruits of digital labour to
be an analogous reflection of the author’s originality.
As Poster notes, digital authorship “eviscerates the
author’s presence from the text, shifting interpretive
focus on the relation to a discourse understood in its
exteriority, without resort to a founding creator, without

reference to the patriarchal insemination of text with
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meaning” (67). Digital music, particularly in the case
of dance music cultures, is open to interpretation
and manipulation, put into action by the experience it

generates on the dance floor.

Though FinalScratch will not necessarily become
an industry standard in dance music environments, its
creation represents a beginning of sorts-- an indication
of where music and technology might be heading.
The introduction of FinalScratch into electronic music
cultures could very well signal the enculturation of digital
forms in the same manner that disco and the record
hop enculturated recordings decades ago. However, its
widespread adoption depends largely on the question of
whether people will abandon their devotion to vinyl and
the analogue sound. FinalScratch is merely one attempt
to answer this question, since it acknowledges the both
the DJ's affection for vinyl and the creative possibilities of
digital authorship. Perhaps innovations such as these will
serve as the bridge that will carry notions of authenticity
to yet another stage; from the real to the virtual. For it
is becoming increasingly ambiguous whether our sonic
environment is real or fake, analogue or digital, authentic
or inauthentic... until we must ultimately marvel at
where “real” or “authentic” are even located. Clearly,
emergent technologies such as FinalScratch obscure
these distinctions and encourage modes of production,

performance and consumption that are liberated from

J

such categorical constraints. In light of such practices,
a rearticulation of the more traditional models of music-
making and authenticity is certainly warranted.

| contend that we are witnessing a move beyond

these strict dichotomies of “real” or “fake,” “digital” or
“analogue.” Technologies suchas FinalScratch and their
attendant social or cultural practices signal an emerging
set of values, marked by a resolve to move beyond
the limitations imposed by these persistent rivalries.
This emergent culture, inspired by the possibilities of
digital authorship, encourages exploration of the terrain
between such binaries, enabling new possibilities of
sound and meaning to surface, navigating the limits
of this new sonic paradigm. As our lives and our
music become increasingly technologized, it remains
to be seen how this emergent culture might negotiate

meaning and reality as it leaves behind the traditional

boundaries of authenticity, aesthetics and sound.
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Fresco or Freeway?: An Aural impression of Montreal’s Lachine Canal

Owen Chapman

n the chapter “Walking in the City,” from his The
Practice of Everyday Life, Michel de Certeau
describes the view of New York from atop the 110th
floor of the World Trade Center as one that “arrests”

the city:

Beneath the haze stirred up by the winds, the
urban island, a sea in the middle of the sea, lifts
up the skyscrapers over Wall Street, sinks down
at Greenwich, then rises again to the crests of
Miatown, quietly passes over Central park and
finally undulates off into the distance beyond
Harlem. A wave of verticals. Ifs agitations
momentarily arrested by vision. The gigantic

mass Is immobilized before the eyes. (91)

In this chapter de Certeau maintains that this
frozen image provides the model and foundation of the
“Concept-city”, with its criss-crossed street networks,
and undulating urban design and architecture. While
thisimage is useful for “voyeur gods” (93) and those who
seek to outline a region such as Montreal as a discrete
entity, the practice of everyday travel through the city
significantly disturbs this construct. To quote de Certeau

again: “The panorama-city is a “theoretical” (that is

visual) simulacrum, in short a picture, whose condition
of possibility is an oblivion and a misunderstanding
of practices” (93). In conceiving a city as something
capable of being observed in its entirety by a single,
naked eye, the “Concept-city” constructs itself as a
monstrous panopticon, replete with its own figment of
discipline through the notion of controlled circulation.

On the Parks Canada website for Montreal’s Lachine

canal, one finds this claim:

While strolling along the banks of the Lachine
Canal, a complex lanascape unfolds before
your curious eyes. The locks and walls of the
canalized waterway, the 19th-century factories
and the downtown skyscrapers compose a
fresco testifying both to the canal’s past vitality
and fo a promising future.

<http.//parkscanada.pch.qgc.ca/parks/quebec/

canallachine/en/visite/  frame_visite_e.htm/>—
July 20th, 2002

Similarly to the gods-eye-view concept of the
New York which de Certeau encountered atop the World
Trade Center, this statement from the body responsible

for the maintenance and promotion of the waterway
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(which runs, btw, from old Montreal to the West Island
municipality of Lachine—about 15 or so kms) focuses
solely on the visual aspects of experiencing the canal—
articulating an image consonant with the “Concept-city”
perspective common to many urban development

projects.

In opposition to this visual account of the impact
ofthe Lachine canal uponits visitors/neighbors, “Lachine
Canal: Journées Sonores” is a aural research project in
which we are documenting shifts in the soundscape of
the Lachine canal as it changes with each phase of its
revitalization, known as the Blue Montreal project. Like
all urban renewal efforts, this multi-year, multi-million
dollar investment is having profound effects on how
the areas surrounding the canal sound. The weekly
soundwalks and soundrides that we have conducted
over the past 4 years have not only provided us with
an archive of the changing canal soundscape, they
have also revealed an everyday perspective on the
canal as a space of movement: old warehouses and
factories coming down, condos going up, water lapping
against the canal’s embankment (recently affected by
the canal’s rechristening as a pleasure boating route),
ice crunching its way towards the St. Lawrence in
the winter, and, of course, the sounds of pedestrians
and cyclists throughout the spring, summer and fall.

Park’s Canada’s depiction of the canal, on the other

J

hand, focuses on the “fresco-like” picture it provides
of Montreal’s past and present. As such, it promotes
only the desired image of what the canal provides to its
users: static, frozen, quantifiable landscapes.

De Certeau’s chapter on walking in the city is dedicated
to the articulation of an alternate conception of the city, a
dynamic conception typified by movement. In a similar
vein, my participation in the Journées Sonores project
attempts to explore the sound environment of movement
along the canal’s length, primarily through the making
of recordings while cycling along the bike path. The
path has been there in some form since 1974, and has
been used heavily since that time both for recreational
riding on the weekends and cycle-commuting during
the week. The soundscapes which my catalogued trips
to the canal have recorded are at once very similar to
the sounds of cycling elsewhere in the city, while at the
same time contain an undeniable stillness and a rare
feeling of being close to nature. Certain sections of
my recordings always became overwhelmed with the
sound of heavy traffic, while other sections of my canal
recordings were almost just as predictably made up
primarily of bird sounds, and the sound of wind rushing
through leaves. This proximity to a more natural rhythm
is what draws people to the canal, | believe, as opposed
to the compellingness of its panoramas. Nevertheless,
the canal does not exist in an acoustic bubble. The

white noise of traffic is ubiquitously present in all my
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recordings. However, although sometimes quite loud,
the canal’s constant rumble does offer a significant
respite when compared to traveling through Montreal’s
downtown core. [Audio examples “Peaceful Canal” and

“‘Downtown Montreal’]

The “Concept-City”, de Certeau claims, needs
to be replaced by a new, dynamic appreciation of the
narrative elements of movement through a space,
as they are displayed in the choices we make as

pedestrians (or in my case, as a cycler). As he says,

Escaping the imaginary totalizations produced by
the eye, the everyday has a certain strangeness
that does not surface, or whose surface is only
its upper limit, outlining itself against the visible.
Within this ensemble, | shall try to locate the
practices that are foreign to the ‘geometrical”
or ‘geographical” space of visual, panoptic, or

theoretical constructions. (93)

Three considerations inform de Certeau’s
attempt to locate these practices: what he calls
“‘operations’, “another spatiality”, and the “metaphorical”
nature of pedestrian movement all become touchstones
in de Certeau’s attempts to point towards a city-
concept which incorporates the vector-al nature of its

daily bustling rituals and negotiations. In an effort to

work with such a new conception, I've developed an
audio track based on the sounds of the Lachine canal
as they were present to me on July 2nd, 2002—while
riding back downtown from Lachine (the resulting track
Fresco or Freeway? was played during my laspm 2003

presentation). [Audio example “Fresco or Freeway?’]

De Certeau’s notion of the metaphorical city
involves the decisions one makes while navigating
the city’s byways. As streets and alleyways present
themselves, one makes choices in the development of
one’s route based on how such spaces impact one’s
consciousness as a walker. The names of these places
as well as their histories and relationships insert their
way into a private, mental narrative which is constantly
coming to be as the pedestrian moves through the city.
My recorded trips along the Lachine Canal have their
own such narrative related to my choices as to how |
rode down the canal’s length, at what speed, on what
terrain, etc, as well as through my relationship to the lay
of the land as it has been shifting throughout the canal’'s
redevelopment. Fresco or Freeway is an aural attempt

to explore the structure of these moving soundscapes.
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Cultural Capital and Cultural Memory among Mexican Migrants in the United States:

The Performance of Corridos and Nortefio Music among Migrants

Martha Chew

The present study explores the role of music in

shaping cultural identity through the experience of
listening to, dancing, and singing corridos in the Mexican
diaspora in the United States. In particular this study
explores the shared aesthetics, social roles, values, and
construction of cultural narratives that are embodied in
the corrido with lyrics that describe important aspects of
Mexican migrant experience in the United States.
The corrido is a narrative song, often danced, composed
in Spanish that recounts the historical circumstances
surrounding a protagonist whose conduct may serve
as a model to a community or whose history embodies
the everyday experiences and values of the community
(Medoza, 1939; Maciel & Herrera Sobek, 1998, Herrera-
Sobek, 1994).
The Mexican diaspora community, as all other diasporic
communities, is formed by people with a sense of
agency, subject to change, resist, contribute and
incorporate cultural elements of the new context where
they are living and of the contexts they left behind. This
study identifies some of the hybrid cultural expressions
that were incorporated in corridos and into the uses of

corridos.

The Mexican population living in the United States has
a diasporic character because its migration were forced
by economic conditions, war, and political uncertainty,
and includes many undocumented Mexican migrants.
The immediate future is very uncertain. Mexican
diaspora experience is complicated by the fact that
Mexican migration to the United States is probably
the most complex and problematic issue facing the
two countries. For instance, violations of human rights
directed at Mexican immigrants have been addressed
by the Mexican government in various binational
meetings (Maciel & Herrera-Sobek, 1998). Pressure
groups that range from powerful business to civil
rights organizations have played a role in determining
immigration policies that affect both countries.

However, immigration to the United is not a recent
phenomenon. Mexican groups have traveled for
centuries throughout the regions of Baja California,
and Baja California Sur-California, Chihuahua-New
Mexico-Texas, and Sonora- Arizona before the Mexico/
U.S. border was established in 1848 (Pérez, 2000).
Contemporary Mexican immigration to the United States

is different in nature since it has been generated largely
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by the needs of the United States industrial expansion,
and by poverty in Mexico. Mexican immigrants are not
only from border areas; in fact the main contributors to
the migration to the United States are the central states
of Mexico (Jalisco, Michoacan, and Guanajuato).
Mexico’s diasporic culture and its multiple contributions
to the economy and society of the United States have
not been explored in the public arena. For the most
part, Mexicans and Mexican descendents in the United
States are subject to racial, linguistic, and cultural
prejudices. Currently, the topics related to Mexican and
Mexican descendants shown in U.S. mass media are
mainly related to immigration, violence, crime, riots, and
other forms of deviance, ethnic relations, and cultural
differences. Although the mainstream arena denies
a space to acknowledge the experiences of Mexican
immigrants, they have insisted on recording their history
through the main medium at their disposal: Folk songs
(Herrera-Sobek, 1994). Under the continued threat
of cultural erasure, Mexicans developed a diasporic
aesthetic that they feel they can own, perform, share,
and reshape as circumstances demand, safely, and in
their own terms.

Historically, the corridos have functioned as a barometer
of the people’s response to social, economic, and
political conditions (Herrera-Sobek, 1994). Another
characteristic of the corridos that makes them a very

useful cultural expression to study is that corridos play

-

a very important role in the oral tradition of Mexican
and Mexican-descendent ~ communities. Corridos
are learned orally from generation to generation and
although some aspects of the corridos may change
through time or vary according to geographical regions,
the main content of corridos remains the same. In this
way the corridos transcend space and time, and past
events are transformed into present consciousness
despite changes in society. The large number of
corridos that describe the immigrant experience
provides a unique opportunity to analyze the Mexican
diaspora phenomenon. This study will attempt to
analyze the formation and reconfiguration of collective
memory through narrative songs, corridos.

The data gathering included (1) 40 personal interviews
with radio executives, recording producers, musicians,
singers, and frequent dancers and listeners of corridos
in Chihuahua, Chihuahua; Satevo, Chihuahua; Cd.
Juarez, Chihuahua; El Paso, Texas; Dumas, Texas; and,
Albuquerque, New Mexico. (2) Participant observation
in the daily activities of members of the community
and observation of the daily lives of participants of
this study as well as of their festivities and dances and
some of the dance halls Mexican migrants attend to in
the United States (3) Five focus groups interviews were
conducted at the Universidad Autonoma de Ciudad

Juarez, Chihuahua; two focus groups interviews

were conducted in Chihuahua, Chihuahua; two focus
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groups interviews were organized in Albuquerque, New
Mexico; and, two in Dumas, Texas. The total number of
participants in the focus groups was 71. (4) Narrative
analysis of 15 selected corridos about immigration
sung by conjuntos nortefios chosen by participants of

this study.

Results

Participants in the focus groups and interviews
considered the corridos as a key cultural expression
of Mexican culture. All participants demonstrated a
thoughtful and well-conceived understanding of the
main characteristics of the corrido. Current as well as of
old corridos enjoy high credibility among all participants,
regardless of participants’ education, class, gender and
geographical region in Mexico and the United States,
including those who expressed their dislike for present
day corridos. Participants often referred to the corridors
as one of the few means in which they can have trust
on the content of the events narrated by them. One
major role of the corrido is to offer social, political and
economic analysis of the context of the narrated event
of the corrido
The epic dimension of the corrido is particularly
meaningful to people who listen to, and dance,
corridos. In this regard, some heroes in the corridos
are social transgressors whose values and way of

life are in line with those of the people. The individual

characteristics of the corridos’ main characters often
create social consciousness because such feature have
a powerful resonance with the community from which
such characters are. The individual stories portrayed
in the corridos are transcended by the collective
perception and resonance of the corrido. Individual
stories are transformed into communities’ stories due
to the similarity of the social, economic, and political
conditions of both the community and the individuals.
The role of the corridos is to inform about events
important to the community, but more importantly to
offer an editorial, a place of analysis of events worth
of keeping in the collective memory and also a place
to record the feelings that emerged in such events.
The corridos are powerful to the people because they

integrate the subjective and objective elements.

Some ways in which Mexican descendents and
Mexican Immigrants construct their identity
around the corrido

The very ‘“wetback” identity means the
transformation of Mexican nationals into “illegals,”
one of the undesirable outcasts of the United States
society. The border christens Mexicans who cross the
Rio Bravo as “wetbacks.” The identity of the wetback
is present in most corridos about immigration (“The
rich wetback,” “The tomb of the wetback,” “The other

” o

Mexico,” “Three times wetback.”) and it is transformed

from being a source of shame, as the mainstream
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societies from both Mexico and the United States have
always ascribed to poor Mexican migrants, into being
a human and dignified identity that becomes a source
of celebration, ethnic pride, a self-centered definition
of hard work and hope. The corridos present the
wetbacks as migrants with multiple and contradictory
subjectivities. The identity of the mojados (wetbacks)
in the corridos is presented as complex, multilateral,
multidimentional, conflicting, contradictory, ambiguous
and discontinuous. However, despite of the marginality
of the migrants’ lives, the corridos about immigration
are gaining real and symbolic spaces that were often
denied to them. Such gains are taking place in urban
areas, social events among middle-class people from
Mexico and more spaces in dancing halls, radio and
television in the United States as well as in Mexico,
Latin America and Spain, where corridos and conjunto

nortefio music are increasingly being performed.

Ways in which Mexican descendents and Mexi
can immigrants narrate their immigrant experi
ence through the corrido experience

The corridos aboutimmigration portray a holistic
perspective of the Mexican immigration experience
in the United States that humanizes, celebrates and
denounces migrants’ everyday challenges, adversities
and experiences.

Immigrants reaffirm their ethnic identity on the basis of

their homeland culture and life experiences, not only

J

through ethnic practices, such as certain celebrations,
food, religious beliefs, but also through memories of
their lived experiences in their country.

Mexican migrants recreate their homeland in
the United States by performing weddings, christenings,
and quincearieras, coleaderos, and horse races in a
very similar manner in which those events take place
in their homelands. Conjunto nortefio musicians,
horsemen and cooks travel northward and southward to
perform for Mexican migrant families and communities
in the United States.

The weekly dances organized by promoters in the
United States represent a powerful site of solidarity,
recognition and community among immigrants as well
as a space of recreating and co-creating home away
from home. Listening to music broadcasted by radio
stations located both in the United States and in Mexico
is a very common, and powerful, act of recreating home.
In fact, the most popular radio stations among Spanish
speaking people in most cities in the United States are
radio stations with nortefio music programming. Often
these radio stations dedicate one hour to corridos
played by conjuntos nortefios. The above elements
play an important role in building a strong sense of
communion and catharsis among Mexican migrants in
the United States.

Corridos provide ample opportunities to Mexican

migrants to symbolically re-experience the relationships
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they have with their homeland, their relatives, and their
loved ones. The cultural archive of the Mexican diaspora
is continuously co-created and preserved orally, through
stories, often embodied in corridos, as well as through
the body, that is, through dance performance, musical
performance, clothing, food, and through ways of
interacting with members of the migrant community. In
the case of nortefio music dance, the cultural archive is
constituted by a corpus of songs and corridos, ways of
playing nortefio music, ways of dancing and organizing
dances. These cultural specificities are passed down,
orally and informally, by the old generations to the new
ones.

The cultural capital of the migrant community is
preserved thanks to the social and cultural actors
who invest a substantial amount of effort, talent, time
and money in it. The elements that are present in the
cultural capital of Mexican migrants are intrinsically
related to their present political, social, economic and

cultural needs.

Some ways in which Mexican descendents and
Mexican immigrants negotiate their life styles in
the United States

Cultural expressions need to be explored in
their relationships with social, political, economic and
cultural contexts in which they develop because often
times, cultural expressions can be part of the struggles

for contested meanings among social classes. In

N

Mexico and in the United States, the hegemonic model
of culture has been the European one. For the new
generations of Mexicans living in the United States as
well as those living in Mexico, the hegemonic model
of popular culture are most cultural products produced
in the United States by European-Americans, sung
in English. However, the dominant model leaves
interstices. Under such cultural context, nortefio music
can be seen as a subaltern cultural expression that has
appropriated certain elements of the hegemonic model
of popular culture but that has also responded to the
values and aesthetics of rural and urban working class
Mexicans.

The performance of corridos sung by conjuntos nortefios
represents multiple negotiations between of the cultural
capital of Mexican migrants and the cultural capital of the
United States. Corridos about immigration constantly
mention places of the United States, and relationships
with other members of a broader diaspora as well as
with members of the host culture. The performance
of corridos by conjuntos nortefios has embraced
sophisticated musical and recording equipment from
the United States mainstream society as well as ways
of getting the music diffused and promoted.
Historically, Mexican migrants in the United States, as
well as other migrants from Third World countries, have
been confronted with racism, ethnicism, xenophobia,

marginalization and terrorism. Mexican migrants
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negotiate in multiple ways their migrant condition in
the United States in the face of racist, nativism. Some
of their negotiation mechanisms include: the creation
of informal, but highly complex and strong, social
networks that work as a safety net and cushion in times
of economic, family and social crises.

There are various and sophisticated levels of negotiation
between the narration ofthe Mexican migrantexperience
portrayed in the corrido and the U.S. mainstream public
arena. The corrido is a trangressive tool that takes full
advantage of the loopholes and ambiguities available
to Mexican music without being completely and openly
oppositional to the U.S. mainstream society. Corridos
sung by conjuntos nortefios, tend to have a happy
rhythm that obscures the political content of the songs.
Corridos about migration serve as a way of negotiating
migrants’ life style because quite often they narrate
stories in ambiguous terms, with metaphors and with
inexplicit references to time and places. The chore of
the content of the corrido is almost only accessible to
the intended audience and can be quite obscure to the
audience the corridistas do not want to include. Another
way of symbolically negotiating the marginalized
position of many Mexican immigrants in the United
States, is by inverting power relations in the corrido.
There were two main findings of the present study. First,
the present study found a high level of congruence

between the personal life experiences of Mexican

-

migrants in the United States, the content of the
corridos about immigration and the organization and the
performance of corridos. Second, the Mexican diaspora
community that consume corridos and nortefio music
exercise a great control and autonomy over the content
of the corridos, the manner of dissemination, the place
where the corridos are played, and the performative act

of the corrido.
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Mapping the Music Industry in Scotland: Building an Industry or Building an Empire?

Martin Cloonan and John Williamson
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Recent years have seen increased academic
interest in popular music policy (Negus 1996,
1998; Strachan and Leonard 1998, Street 1997) and a
plethora of reports which attempt to map the economic
status of the British music industry (British Invisibles
1995, Dane et al 1996, 1999; National Music Council
2002). There has also been increasing interest in the
role of the nation state in formulating popular music
policy (Breen 1999, Cloonan 1999, Malm and Wallis
1992, Negus 1996).

This paper is an attempt to think through what happens
when the world of academic research gets intertwined
with the job of researching the financial worth of a
national music industry. In many ways this is one of
those papers that regularly crops up at IASPM along
the lines of: “What are we doing here?” or “Where is
popular music studies going?” But we hope to give it
a particular slant by examining some ideas from Keith
Negus (1996, 1998) who has argued that popular music
academics should be trying to produce a form of public

knowledge.

The background to this paper is that in June 2002 its

authors won a competitive tenderto conducta “mapping”

N

-

of the entire music industry in Scotland. Simon Frith
acted a consultant to the project which was written up
and completed in December of that year. What follows
is the story of that exercise and some reflections upon
what it means to be a popular music academic who
gets involved in policy-making. We start with some

introductions to Scotland and its political landscape.

Scotland and Scottish Politics

Scotland has a population of around 5 million
and is located in the north of the British Isles. It is half
the size of England, but only has about a ninth of its
population. Its outlying islands, of Shetland, are actually
closer to Norway than the nation’s capital, Edinburgh.
Around 2 million of the population live in what's known
as ‘the Central Belt” around Glasgow and Edinburgh.
Of course music is made all over the country, with

important folk, pop, classical and jazz scenes.

The most important political development in recent
Scottish history was the setting up of the Scottish
Parliament in 1999. The Parliament has powers over
much of Scottish life with the exception of a number

of areas including international relations, defence,

N
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broadcasting, most taxation, employment law and
welfare which are all reserved to the UK Government
in Westminster (see Symon 2000: 285-286). Thus, for
example, the Parliament cannot impose radio quotas
nor levies on blank tapes. However, the Parliament
does have control over cultural policy, economic

development and education.

Perhaps the most important economic development
agencies are a number of Local Enterprise Companies
(LECs) which are brought together under two main
bodies, Scottish Enterprise and Highlands and Islands
Enterprise. In 2001 the main LEC, Scottish Enterprise,
announced a budget of £25 million (around $US 38
Million) to promote the creative industries, including
the music industry, within Scotland. Importantly the
Enterprise network funds businesses, rather than
musical projects. It essentially offers short term
business loans. But insofar as popular music projects
are businesses, they can apply for funding. The other
important public funder of the arts and culture is the
Scottish Arts Council which gives grants for various

arts projects, including music.

Cross Party Groups

One result of the setting up of the Scottish
Parliament was the establishment of a number of

cross-party Groups, which are effectively means by

which members of the Scottish Parliament (MSPs)
can pursue their particular hobby-horse. The Groups
have no legislative or policy-making powers, but can
act as a lobbying force with sometimes ready access to

Ministers.

Of particular importance to this story was the setting up
of a Cross Party Group on the Scottish Contemporary
Music Industry. This Group is made up of MSPs,
managers, musicians, assorted industry folk and
some educationalists. While it has, thus far, remained
something of a talking shop (Symon and Cloonan
2002), the group does give some focus to the disparate
music industry in Scotland and can effectively act as
scrutineer of policy developments. For example, when
the Scottish Executive announced its first National
Cultural Strategy in 2000 (Scottish Executive 2000),
members of the Cross Party Group were vocal in
their condemnation of its omission of popular music
as anything other than a means of facilitation social

inclusion.

The Group was also concerned about Scottish
Enterprise’s apparent lack of interest in music as a
creative industry. Such was its concern it summoned
Scottish Enterprise to appear before it to explain
their plans. This happened on two occasions and

it is fair to say that these were somewhat bruising
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encounters. They also led to some rethinking in
Scottish Enterprise in what seems to have been a
desire to placate the Group and, through this, the
wider industry. One result of this new approach was
to announce a tender for a mapping of the music
industry in Scotland in order to provide an accurate
picture of its economic state and to pinpoint the
areas in which an economic development agency

might be able to assist.

John and Martin go to Kilmarnock

The tender for the Mapping Exercise was
announced on Scottish Enterprise’s website in May
2002. We put in a bid and were successful, following
ameeting with Scottish Enterprise at their Kilmarnock
office in late June. At the shortlisting meeting we
played up certain aspects of the bid. This drew not
only on the merits of the team (which we modestly
believed to be unequalled within Scotland), but also
on the political astuteness which appointing us would
be. We knew that other competitors would be from
within the industry itself. We thus made much play of
our independence as researchers with no particular
axe to grind. That independence of mind seemed to

be appreciated, but was to cause us problems later.

Of course, we also drew on own roles as “experts”.

This involved a combination of journalistic, activist

J

and industry experience from Williamson and
primarily academic and political experience from
Cloonan and a wealth of journalisitic and academic
experience from Frith. We will return to interpreting

our roles later.

We also convinced the funders that something more
than a mapping exercise would be needed. Thus we
got them to agree to fund a project which included
not only a map of the economic value of the music
industry in Scotland but also a literature review, a
series of interviews with key stakeholders and a
number of illustrative case studies. This was to give
the report a much ore rounded look. In addition we
agreed to produce a Directory of all the economically
significant organisations and individuals in the music

industry in Scotland.

In sum, we stressed three factors: our experience,
our neutrality and our commitment to give the funders
more than they asked for and thus make them look
good in a political environment in which they had
often looked bad. This convinced the funders and
we won the contract. However, it eventually became
clear that the funders were only interested in the
economic aspects of the industry, rather than the
broader cultural (and policy) questions which helped

to structure that economy.
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The Research

The research began in July 2002. Throughout
it we endeavoured to engage as much as the music
industry in Scotland as possible. This was done primarily
though questionnaires to all the economically significant
organisations we could locate. We were also known to
various groupings in the industry and the fact that we
were a known quantity helped us to gain access to a
number of people who might not have been so willing
to become involved in something that was just the just
the purview of the funders. While this was something of
an advantage, as we were effectively acting as agents
of the funders and using our professional standing to
help the funders’ research, this meant that we ran the
risk our professional reputations being damaged if the
funders upset the industry or compromised us in any

way. This was to happen on more than one occasion.

Of course as academics, we began with a literature
review and followed it with three other main parts of
the research: a questionnaire of all the economically
significant companies which we could identify, a series
of interviews with key “stakeholders” and a selection of

case studies.

We don't want to go into details of the final report, as

these can be found on various websites including our

J

own (www.scottishmusicdirectory.com). Suffice to say

that a range of issues emerged, most particularly the
extent to which any of the issues facing the industry
were particularly “Scottish” or part of more global
trends, the limited powers of the Parliament and the
extent to which in some instances Scottishness itself is
a marketable asset. In many ways these reflect Marcus
Breen'’s findings about the problems of trying to develop
localinitiatives within a globalised industry and economy
(Breen 1999: 4). But rather than concentrating on the
report per se, we'd like to explain and think through

what happened to us during the writing of the report.

Pressing Problems

One thing we'd promised the funders was that
we would present initial findings at a music industry
convention called Music Works, which was part funded
by Scottish Enterprise and took place in October 2002

(www.musicworksuk.com). We were quite happy to do

this, but made it clear that the research was unfinished
and in particular that we had more interviews to do.
However we did the presentation at the Convention and
then started to receive press enquiries. Headlines which
resulted from this included “The day the music died”
(Williams 2002), “Popped in and gone missing” (Metro
5 November 2002) “pop idle” and “the bubble has burst
and nobody can find a repair kit” (Gordon 2002). Thus

the media coverage was generally downbeat. But the
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research was not finished at this point and one of our
concerns was that the press coverage would put words

into the mouths of people we had yet to interview.

Finishing Up

Having fielded the press, we carried on working
on the report and cutting a long story short, submitted it
to the funders in December 2002. Their initial reaction
from Scottish Enterprise was that this was “a great
report which | am sure will be well received” (SE email,
19 December 2002). Perhaps we should have known

what was coming next.

First, the funders asked for a summary which outlined
the implications for them and this was duly submitted.
Then problems started to appear as we began to get
emails asking us to change the Executive summary.
From our point of view the Executive Summary was
simply that - an uncontroversial condensing of what
was outlined and justified in much greater detail in the
report. However, it was clear that the funders expected
that the Summary was all most people would read.
Certainly they placed much greater importance on it
than we ever had. So much so, that most of January
was spent haggling over the Executive Summary. In
essence this revolved around the funders not wanting
us to say anything controversial, especially if it involved

criticism (implicit or explicit) of them or anybody else

who they did not want to upset. So the independence
of mind which we had played up in our initial bid was

proving hard to maintain.

Following various representations from us, the funders
eventually agreed to “launch” the report to an invited
audience in March 2003. We had assumed that full
copies of the report would be available, however
half way through the meeting copies of an Executive
Summary were delivered and handed out. This whole
event was shambolic. In addition it became clear to
us that many of the people we had wanted invited to
the “launch” did not get their invites. A promised press
release never happened and the hard copies of the full

report did not appear.

Moreover, the Executive Summary which SE printed
listed all their own projects before getting on to our
report. In many ways it was simply SE justifying
themselves. We were also told that SE would take care
of dissemination of the report and that it would appear
on the website of an organisation called the Scottish
Music Information Centre (SMIC), which is partly funded
by Scottish Enterprise. The report did appear on the
website, but it was withdrawn after two weeks following
a complaint a party within the SMIC board. There is
not scope today to go into the reason for this (but, see

Fowler 2003). Suffice to say that the complaints came
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from vested interests in the music industry in Scotland

centred on the copyright organisations.

Following the so-called launch we wrote to SE asking
what the next stage would be an inviting them to stage
a public debate on the report. Again, cutting a long
story short, we got no response to this and so arranged
a half day seminar to take place at the University of
Glasgow in May 2003. In the run up to the seminar we
were contacted by SE and told that they would, after all,
be printing the report so that it could be disseminated

at the seminar.

The seminar has now taken place. It got widespread
media coverage (see MacDougall 2003, one of the
authors also appeared on Radio Scotland to discuss
the report). The day’s events have been written up
and distributed and next steps are being considered,
although our formal work on the project is over.
However, it is worth noting that the report was subject
tom a scurrilous attack in the press by a member of the
SMIC board (Fowler 2003). Apart from the fact that the
attack was wildly inaccurate in a many ways and in at
least one instance totally wrong, it seemed to us to be
another example of small minded self-interest. Similar
vested interests have been found in work on Ireland
by Strachan and Leonard (2000: 279) and in Australia

by Breen (1999: 18). In our case the independence of

J

thought which we had made so much of in our initial
bid was again coming back to haunt us. So what do we

make of all this?

Conclusion: Policy and Academe: Legislating,
interpreting and making public

In many ways the story which we've outlined
here brings us back to the beginning and the question
of what it is we are doing as popular music academics.
The experience of working on this research has made
us think about not only on our roles in what happened
to the report, but also about how the ways in which the
characteristics which won us the tender - expertise,
independence and expanding the remit - also

contributed to what happened to it subsequently.

Clearly one practical point which arises from this is the
need to ensure that the funders not only share your
visions all the way through from the tender to the final
report (see also Breen 1999: xvi). We thought that we
had done this, but had missed some of the politics. The
fact that an organisation also funded by our funders
would conduct a spoiling exercise was something we
hadn't bargained for. In many respects this shows that
when new money becomes available there are a lot of
organisations who wish to use it for their own good,
rather than for any greater good. We had made much

play of the political sense of appointing us, only to fall

N
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foul of broader politics which we had not been fully

aware of when we bid.

More broadly it yet again raises the issue of what
popular music academics can contribute to both music
and the policies which surround it. Here we would like
to draw upon the work of Keith Negus (1998: 10) who
is concerned that too often research is driven by the
agendas of state and market. In order to think the roles
of popular music academics he draws upon the work of
Zygmaunt Bauman, and makes a distinction between
the academic as legislator and as interpreter (Negus

1996, 1998). Negus (1998: 9) explains that;

‘The legislator is the person who is researching,
reasoning and studying in order to produce
expert knowledge that can be used to advocate
some type of ufilitarian policy... The interpreter,
in contrast, is the person who recognises that
claims about the authority, truth, value and

legitimacy of knowleage are relative’

Negus sees all calls for experts to make musical-
aesthetic judgements as leading to them working as
legislating intellectuals who ultimately use popular
music studies as a form of social engineering (ibid:
217-218). Meanwhile, he says, the problem of the

interpreter is that it can lead to popular music studies

N
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becoming politically disengaged (ibid: 219).

Negus is highly critical of such writers as Tony Bennett
(1993: xi) who argue that Cultural Studies, which for
today’s purpose includes Popular Music Studies,
should make a contribution to the formulation of
Government policy in a pragmatic way which those
from a more oppositional point of view would discount.
For Negus such approaches essentially come from a
liberal view of state policy in which the state is viewed
as an essentially neutral force which arbitrates between
contending forces, rather than a Marxist view which
sees the state as representing vested class interests
(Negus 1996: 196 ff). Negus veers more to the Marxist
approach and is concerned that those who advocate
state popular music policies as being inevitably drawn
into serving the interests of the state and, on occasion,
petty nationalism which can come from such things as

radio quotas (ibid: 213).

We believe thathere Negus underplays the contradictory
nature of the state. To us, the history of popular music
policies does not show them to be as always in the
interest of statal forces. The results are more mixed.
It is also important to note that the issue of the state
is also complicated in the case of Scotland which has
a sub nation-state policy system in which not only are

contradictory forces present, but so are new ways of
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understanding popular music policy (Symon 2000,
Symon and Cloonan 2002).

We are, however, drawn to Negus' idea that popular
music studies as a form of public knowledge. Here
Negus (1998: 12) says that there is a need for popular
music studies to try to struggle to be autonomous from
both market and state. For Negus (1996: 224) popular
music studies as publicknowledge involves questioning,
critiquing, and creating dialogues between people who
are performing and listening to music across cultural,

geographical and social divisions.

Looking back at the Mapping Exercise we seemed to
attempting some of these things and the lessons which
might be drawn are therefore those of mixing the role of
legislator, interpreter and provider of public knowledge.
Our legislative role was that of being publicly funded
to provide information for an economic development
agency to whom popular music was of interest primarily
as an economic, rather than cultural, force. Our
interpretative role was to broaden the remit so that the
some of voices of those working in the industry came
through. We then interpreted those voices through a
framework drawn from pervious literature and our own

experiences.

We had hoped that the public knowledge role might

J

be assisted by the widest possible dissemination of
the report and public discussion of it. In addition the
Directory produced in conjunction with the report was
a very practical form of public knowledge available
to those seeking knowledge of the industry. Here we
have anecdotal evidence that the Directory is proving
of particular benefit to those just starting in the industry.
However, we have to return to a downbeat note which
reflects on how the vested interests of the funders and
certain parts of the industry served to stifle our attempts

at creating public knowledge.

Negus (1996: 223) also calls for a popular music
studies which goes beyond “experts” discussing policy
in rooms and it is perhaps here above all that we failed.
Despite our best intentions, the number of people who
make their living as musicians who got involved in the
research remained small, although such people are

always a minority in the industry.

Perhaps the issue to return to is that of contradiction. We
had hoped that the funders would fund our autonomy
- and thus public knowledge. Instead they wanted to
tell the public only that which served their legislative
interest. Even interpretation proved problematic for
them. However, the report is in the public domain, the
interpretation is done and the battle for public knowledge

is underway. It may not be possible for legislators to
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fund public knowledge, but it may be able to provide

such knowledge despite the legislators’ intent.

When reviewing popular music policy over ten years
ago Malm and Wallis (1992: 256) suggested that the
real goal is to ‘maximize music activity’. It is by such
standards that both the report and the politics around it

should ultimately be judged.
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“Our Disagreement is a subtle one of Methodology”: Music Theory and the Clash of Ideologies

in Discourse on Popular Music

John S. Cotner

1 Our disagreement is a subtle one of
methodology.” These words find their context
inAllan Moore’s review of Expression in Pop-Rock Music
(2000), edited by Walter Everett; one of three recently
published collections of analytic essays on rock music.
Here, Moore is referring specifically to Walter Everett's
lengthy essay entitled “Confessions from Blueberry Hell,
or, Pitch Can Be a Sticky Substance.” Along with Philip
Tagg, Richard Middleton, and others, Allan Moore and
Walter Everett have gone far in the past fiteen or more
years to advance the critical analysis of pop and rock
music. They tend to focus on similar styles, the Beatles
figuring prominently, and both are prolific writers. The
“disagreement” to which Moore refers betrays a deeper
ideological tension between those who appeal to “the
music itself” (“textualists”), and those who say that
music can be neither conceived nor interpreted apart
from a social context (“contextualists”).
This doctrinal anxiety arises early in his review of
Expression in Pop-Rock Music, as Moore wonders
about the meaning of “expression” in the title, “since
it raises questions of who is doing the expressing,

and of who the recipient may be” (Moore 145).  For
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Everett and other theorists, “rock music expresses itself
on a number of levels that are primarily musical and only
secondarily sociological in nature,” and it is the task of the
“intelligent well-rounded listener/consumer” to “re-create
thatexpression” (Everettix). Moore responds by raising the
issue of agency, calling attention to the book’s widespread
‘omission of any theorization of subject position, . . . or of
the means through which normative readings are culturally
inscribed” (146); the essays of Nadine Hubbs, Susan
Fast, and Ellie M. Hisama not withstanding. Such ongoing
disagreements between Everett and Moore provide an
informative window into the text/context argument, what |
amcalling the clash ofideologies prevalentin contemporary
popular music studies.

Rather than attempt a comprehensive survey of these
issues, | will discuss problems surrounding analytic
listening behavior, particularly with regard to the categories
of structure and medium. | will relate these issues to
visual, verbal, and sonic metaphors in the film montage
of “Machine Gun” performed by Jimi Hendrix’'s Band of
Gypsys. |have chosen this angle in order to challenge my
own analytic biases, and socialize my listening behavior

as critic and fan.
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Problem of the “Ideal” or “Perfect” Listener

In “Confessions from Blueberry Hell, or, Pitch
Can Be a Sticky Substance,” Everett proposes the
“perfect listener” in response to arguments that “music
cannot be studied in isolation,” at the level of the sonic
channel. In absence of the perfect, rational listener-
critic, Everett asks, “how could one possibly quantify
the experiential history and cognitive preferences of any
single listener, let alone any group of them, as the basis
for the analysis of a piece of music?” (Everett 341).
In fact, early in his review Moore contests Everett's
position, “with its attendant refusal to problematize
the issue of ‘the experience of the observer’”
148).

Rose Rosengard Subotnik, in her seminal book entitled

(Moore

Deconstructive Variations: Musicand Reasonin \Western
Society (1996), demonstrates that the notion of an ideal
listener emulates what she calls “structural listening,”
‘wherein the listener follows and comprehends the
unfolding realization,” writes Subotnik, “with all of its
detailed inner relationships, of a generating musical
conception, or what Schoenberg calls an ‘idea’ ”
(Subotnik 150). Schoenberg’s “musical conception”
is an emergent idea involving the loss and inevitable
restoration of compositional balance. Moreover, bound
up with the practice of structural listening are loaded

ideas of autonomy, unity, development, necessity,

and individuality; ideas that held high moral value for
modernist thinkers such as Adorno and Schoenberg,
and which continue to permeate traditional music
pedagogy, theory, and musicology. According to this
doctrine, Subotnik tells us, it is the listener’s as much
as the composer’s responsibility “to clarify actively
the internal intelligibility of a structure, a process that,
ideally, frees the meaning of that structure from social
distortion and manipulation” (159).

Yet Subotnik wants to problematize structural listening
by demonstrating how the very historical styles it
is intended to elevate — Viennese Classicism in
particular — actually resist the ideology. She does
this by asserting the irreducible category of medium as
counterpart to structure. This is how | understand the
phenomenon of musical medium: More than “replete”
structure, medium is the concrete spatial and temporal
dimension of sound, in all its layers and manifestations,
as much perceived and felt, as conceived by the listener.
Medium is that aspect of music that counterbalances,
even defies structural values by continuously calling
attention to the cultural and historical foundations of
musical style.

An instructive example comes from the third chapter
of Subotnik’s book entitled “Toward a Deconstruction
of Structural Listening: A Critique of Schoenberg,
Adorno, and Stravinsky.” Here, the author shows how

Beethoven’s use of orchestral density to articulate
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structural events also stresses the illusion of any
‘implicit and intelligible principle of unity” (158) in the
music. In his review of Deconstructive Variations, Brian
Hyer writes that “No rational, self-evident structure
would need the assistance of nonstructural elements
(rhetorical stress, orchestral mass, amplitude) in order

to make the logic of its arguments plain”; “structure
derives at least in part from medium and cannot
exist without it, at which point any question of priority
becomes undecidable” (Hyer 412). Hyer’s insights are
critical to how | want to approach rock analysis because
he acknowledges that the physical aspects of sound do
not function merely as an accessory to structure.

Recognizing the narrowness of Subotnik’s definition of
structure, though, Joseph Dubiel goes about dismantling
the structure/medium opposition from yet another angle.
To do so, he collapses the formalist underpinning of
structural hearing by offering a new definition: “Simply
put, the structure of a work is whatever happens
— whatever happens, as characterized through the
deployment of whatever concepts help to make the
work’s identity specific and interesting for us. Period.”
For Dubiel, structure indicates a path of interpretation
‘concerned with emphasizing the openness of each
sound’s identity to definition through the relationships
in which we understand it to participate” (see Dubiel
citation). The problem is not only one of priority, but of

language and cultural value.

“Machine Gun” by Jimi Hendrix/Band of Gypsys

Now | wish to explore how the film Band of
Gypsys: Live at the Fillmore East (re-released on DVD
in 1999) alters my awareness as observer. | will focus
on images and sounds surrounding Jimi Hendrix’s
performance of “Machine Gun” on January 1, 1970.
“Machine Gun'’ is relevant as an historical expression
of the anti-war movement among youth in America
during the Vietnam War. The lyrics of the song are
densely metaphorical, reflecting, among other states
of mind, Hendrix's intellectual and emotional sensitivity
to the dehumanizing effects of war, and underscore
his portrayal of the combat soldier as victim of political
forces; indeed, the horrific victimization of all humanity
in wartime. The implicit theme is death in war, in which
the machine gun functions as agent of destruction, a
kind of evil devourer. At times, woman is personified
as destroyer, an elusive misogynistic reference worth
further investigation.

Throughout the song, though, the bullet is a metonym,
a property of the machine gun’s function as agent of
death.

Stylistically, “Machine Gun” is a hybrid of blues phrase
rhythms and a deliberate kind of rock-funk groove. About
12 minutes in length, the song interweaving Hendrix's
ominous floating verses with an extended guitar solo

and a closing section highlighting Buddy Miles’ soulful,
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James Brown-inspired vocals. Billy Cox provides the
pervasive riff pattern and drone that secures the open-
ended form. At the risk of reifying context, | want us
to view a brief segment of “Machine Gun” in order to
witness a specific series of visual, aural, and verbal
signs. We enter the performance midway through the
second verse, just prior to the moment when Hendrix

launches the long, entrancing guitar solo.

Colorful stage lighting enhanced the original live
performance, and vivid psychedelic shapes pulsated
on a large screen behind the band. Now, though, all
color and depth has been filtered out of the film so that
the performance has a sobering starkness and solemn
quality.

As the music reverberates in the background, my
attention is drawn to moving images of combat and
wounded soldiers, as war protestors wave slogans

reading “Stop the bombing of Vietnam,” “Don’t fight Wall

' ”ou ”ow

Street’s warl,” “Peace on Earth,” “Texas against LBJ’s
war.” These images are spliced with those of soldiers
firing machine guns, now synchronized with the rhythm
of the song’s machine gun figure. In this context,
the iconic function of the mechanized rhythmic figure
is emphatic; that is, it resembling in both sound and
profile, the very machine gun itis intended to represent.
Further, this musical metaphor is transformed into a

visual metaphor through homospatiality, as machine gun

figure is co-present in consciousness with the soldier/
machine gun entity. What were discrete visual and
sonic elements now co-exist, to borrow Noel Carroll's
words, “within the unbroken contour, or perimeter, or
boundary of a single unified entity.” The frame of the
video screen compels me toward this inference.

The visual narrative changes again, as a large gathering
of protesters is superimposed with arial bombardments
over rural enemy terrain. As marchers slowly cross
the visual frame, the Lincoln Memorial overflows with
symbolism, at once pointing to democracy, civil rights,
and state authority; and a sign in the foreground reads
“Great Society — bombs, bullets, bull shit.” Above the
steady rhythmic groove, guitar riffs and bass drone,
Hendrix’s vocal phrasing pierces through dense visual
imagery: “Well, | pick up my axe an'’ fight like a farmer,
you know what | mean?/an’ your bullets keep knockin’
me down/The same way you shoot me down baby/
you'll be goin’ just the same/three times the pain/an’
your own self to blame/way, machine gun!”

Now we assume a new arial vantagepoint from inside
a warplane, more or less oriented toward the horizon,
as residue of destruction slowly rises through the air.
Hendrix’s image enters the picture from lower right,
confounded by clumsy camera adjustments, the sudden
zoom-in jolting my perception before settling mid-frame
in perspective. Suddenly, he attacks and sustains the

first astounding high-pitched, single-note gesture of the
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guitar solo, as two bombs leisurely guide my mind’s
eye to the point of impact. The montage of images
suggests that the explosion originates from within
Hendrix’s chest, its physical force felt rippling outward
from the epicenter, spitting debris, gas and fire across
the surrounding area with the ease of inflection. The
explosion is portrayed in slow motion, giving it time to
coalesce in my mind. If only for a moment, | sense that
Hendrix is co-present in awareness with the detonation
itself, the physical impossibility of which drives the
inference (Carroll 1994).

David Neumeyer, in Music and Cinema (2000), describes
the difference between source/background, or diegetic/
nondiegetic kinds of film music. “If music serves a film’s
narrative system,” writes Neumeyer, “then the primary
axis along which film music moves is determined by
the implied physical space of the narrative world. Thus,
music’s ‘spatial anchoring’ is either secure or undefined”
(Buhler, Flinn, and Neumeyer 17). Neumeyer explains
that the music’s spatial anchoring is secure when it
“‘emanates (or appears to emanate) from a ‘source’ within
the depicted world, that is, the diegesis; it is ‘source’
music” (17). Music lacking spatial anchoring within the
depicted world of the film is underscoring, or background
music. Consequently, spatial anchoring of music has
profound ramifications for how messages are coded and
narratives deployed in film, as is the case in the excerpt

from “Machine Gun” we are considering at present.

Because Hendrix is diegesis, my attention is drawn to
the intensity of his performance. The visual congruence
of Hendrix’s initial single-note attack with the bomb’s
impact is believable in part because Hendrix is the
physical, spatial source from which the sonic burst
emanates. Eyes closed, Hendrix is fully engaged in the
moment, his body and guitar merged as a single being,
now conceptual counterpart to the soldier/machine
gun entity. Indeed, the fact that the real sound of the
explosion is replaced, or rather erased, by the sound of
the guitar further emphasizes the message that Hendrix
is source.

These same images also capture an aspect of Hendrix’s
inner depth, antithetical to the phallocentric masculinity
ofhis Monterey Pop appearance. Steve Waxman points
out that Hendrix tired of the extroverted mode of “black
male potency” that his Monterey performance defined;
and toward the end of his brief career “began to de-
emphasize the bodily dimension of his style and portray
himself as a musician first, not a performer” (Waxman
28-29). Waxman argues that “the sight of blackness in
the eyes of others had become oppressive,” so Hendrix
rejected the public persona for “a realm of pure music
where both he and his audience can lose themselves in
the power of music” (28-29). Mapped onto these social
factors is the equally relevant point that the particular
coordination of verbal, visual, and sonic metaphors

in “Machine Gun” discloses a disturbing fact, a moral
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dilemma concerning the capacity of humans to enact
evil upon one another. For me, the depicted world of
“Machine Gun” expresses this horrific reality.

Slowly, the explosion recedes into the background,
leaking through Hendrix’s form, as he ends the first
howling single-note gesture only to coerce it again.
The film montage comes to an end, and | return to
a fuller awareness of Hendrix's unfolding sonic
exploration above the driving groove set down by
Band of Gypsys. Later in the film, music assumes a
background function, and a new series of interviews
disrupts the continuity of the performance. The illusion
of a coherent narrative collapses under the weight of
disparate social dialogues about Hendrix.

Dubiel’s view of musical structure as an interpretive
designation rather than a matter of compositional logic
makes sense in the context of the film analysis | have
presented. My argument is that the visual, verbal,
and musical metaphors | identify in the film sequence
of “Machine Gun” articulate relationships between
material and formal aspects of sound in ways that
enabled me to rethink discursive practices in which |
participate, as critic, analyst, and fan. For example,
this brief analysis of Hendrix's performance stretched
my training as a music theorist by suggesting new
ways of listening through the medium of film. Of
course this interpretive activity is not new for some of

you, but it is fresh ground for me; and | see no better

N

way to problematize one’s ideological foundation than
to look at a situation from an unfamiliar perspective.

In his review of Understanding Rock (1997), edited by
John Covach and Graeme Boone, Walser argues that
“‘music theorists cannot use their intellectual isolation
as an excuse from the general scholarly imperative to
think about one’s premises and methods; loving the
music is not enough and Schenker is not universal”
(Walser 357). | tend to agree with Walser that the
discipline of music theory is slow to scrutinize its
formalisms, and quick to sustain the divide between
text and context. At the same time, | agree with
Henry Klumpenhouwer (1998) who states that “while
it may be accurate to view music analysts as running
dogs of capitalism, it is not accurate thereby to view
contextualists as anything different, mostly because
the attempts to overcome the text/context binary have
always involved simply weighting contexts . . . with
the effect that the binary is reinscribed with inverted
dominant terms” (Klumpenhouwer 296). Rarely do
music theorists and sociologists work together toward
a mutually equitable scholarly discourse, more often
than naught “weighting” ideologies to suit a particular
view of reality aligned with one’s area of expertise.
If we are going to achieve an equitable dialog, it will
only happen when we dare to challenge our individual
biases. Should not this also be our shared “scholarly

imperative”?
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Dance Tribes and Club Cultures. Experiences, Imageries and Values Concerning Dance

Clubs in Rome

Francesco D’Amato

Tribalism is the concept adopted by Michel
Maffesoli (1988) to define a form of ephemeral

sociability, organized around shared experiences that
cause an ‘ethics of aesthetics’ (solidarity based not
on utilitarian aims but on proximity) and embedded in
specific habits.

The term tribe has been taken up by different scholars
in order to describe several instances of youth
aggregations and activities, included those taking
place in dance clubs (Torti 1997; Bennett 1999), and it
has gained such popolarity —at least in Italy- that has
become part of the vocabulary used in journalistic
accounts of youth sociability (Novelli De Luca 1996).
Andy Bennett, for example, use the concept of tribe in
order to put in evidence the unstable and ephemeral
character of affiliations based on consumptions and
preferences more fluid compared to what the classical
idea of subculture seemed to imply. However, as
developed by Maffesoli, the concept has more
implications and it refers to a wider perspective clung to
his theories of imagery. Basically, through the concept
of tribe, Maffesoli intend to critic rationalism and to put

in evidence how sociability it's not based on a task to

carry out or a on projective tension of agency, but on
feeling altogheter’, that is on aesthetic experiences
whose sharing is made possible through their setting
in symbolic forms or material places which come to
constitute the imagery of these experiences. What's
interesting for a research on clubs is then the concept
of genius loci, derived from this statement (180-193):
with genius loci Maffesoli means the shared feeling
that give substance to the ambience or atmosphere
of a particular place, which in turn gives to them a
recognizable form, shaping the imagery through which
the tribe (or ‘community of feeling’) join together.

Of course, experiences -and the imagery through
which they become recognizable- become part
of representations and discourses that elaborate
their meaning according to social logics. In other
words, starting from elements articulating a specific
atmosphere, or rather starting from what they include
and exclude, representations and discourses come
to be instituzionalized which tend to distinguish, to
enhance the value, and to legitimate the experiences
implied, according to a social logic that shows itself

primarily in what these representations differ from, in
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distaste before than taste. Through these processes
the imagery acquires the ability to distinguish, bedises
that of connecting. It follows that a comparison and
integration with Sarah Thornton approach (1995) to
club cultures appears crucial and fruitful.

So, at one side, the concept of tribe encourages the
assumption of different starting point, compared to
most classical subcultural studies: that is, focusing
primarily on the aesthetic and emotional experiences
embedded in consumption rather than on the rational
articulation of meanings and identities throught it; on
the other side, its potential utility has often suffered
of a dangerous latent ideology and of an excess of
simplification and abstraction, due to some aspects of
the general approach from which it derives (that i can’t
discuss in details here) and to its postmodern matrix.
If the concept offers some insights for the analysis of
dynamics of connection, Sarah Thornton approach
allows to explore how these, at the same time, can
work as practices of distinction. Both the perspectives
have been applied as a general framework for an
explorative ethnography on electronic dance music
clubs in Rome, which is still being carried out, whose
aim is to investigate the experiences of people
attending different clubs, the ways such experiences
are elaborated, and also the converging and diverging
aspects of the imageries that give symbolic form to

the clubs atmospheres. Here i will refer in particular,

to experiences, imageries and discourses taking
place in the two most important clubs of electronic
dance music in Rome: Brancaleone and Goa (Berucci
2003).

Places and People

Brancaleone is a self-managed centro sociale (Mitchell
1996: 148-154) born in 1990 with the squatting of an
abandoned block by a leftist group. Its aim is to create
spaces of cultural production and experimentation
accessible to everyone. Since 1996 it hosts a
permanent electronic dance music party — named
Agatha - and though isn’t appropriated anymore (since
a rent is payed to the city council) it has maintened a
no-profit structure and a very low income fee (5 euro).
It hasn't a privé neither front door selection, fittings are
simple and plain, it's very large and diversified on the
inside, including spaces without furniture and without
music where is possible just to talk. Nowadays it hosts
three different music parties each week, but the most
successful and representative it's still Agatha, where
breakbeat, breakstep, 2-step e nu skool breakz are
played [See Figure One — Agatha logo].

Goa, on the contrary, has an high entrance fee (20 -
15 euro), it was born in 1996 as a rather fashionable
and selective dance club, it’'s characterized by stylized
furniture and by entertainment, programme and staff

prepared with the greatest care. It has a privé and
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-

Figure One - Agatha Logo

ROCK'MROLL

it's frequented by well-dress youngs usually called
‘pariolini’ (since Parioli is the area of Rome associated
with wealthy youngs, dressed with expensive clothes
and in a quite formal way). As with Brancaleone, it
hosts different parties, autonomously organized and
managed, but the one who identifies the most the club,
is Ultrabeat (on thursday), where the more experimental
side of house and ethnic fusions are played.

In the last 2-3 years both Branca (as it's usually called)
and Goa have lost a little of their strong connotation,
in coincidence with a change in their audience, either

in terms of diversifying and of a lowering in age (the

range-age of Branca regulars has changed from about
40-25 to 35-22, while the age of Goa regulars has
changed from about 40-25 to 30-20). Despite their
differences, they both have an aura of being the most
innovative in Rome, because of the attention paid to
the constant changes in dance music trends. However,
their atmosphere and the ways people talk about them
are quite different. First of all, it's interesting to notice
that ‘atmosphere’ is exactly the term almost everybody
has used to describe the decisive factor in choosing
and evaluating the place. For all the people interviewed
atmosphere is made firstly by the people and by the
music, the most pleasing atmosphere being the one
formed by similar people, inasmuch it allows to live
the amusements and the pleasures offered by the club
in a relaxed manner. This term —recurrent in clubbers
accounts— was obviously referred not to the pleasures
of dancing but to the context where they take place.

Brancaleone, more than any other clubs, is thought
by all the kind of people as a relaxed place. The
explanations people give refer to a certain freedom of
action, either physical — encouraged by the structure of
the place — and expressive, fostered by the apparent
absence of binding communicative and behavioural
codes. Regulars say they appreciate Branca for many
reasons: if someone doesn't want to dance there is
a lot of space where it's possible just talking, without

having music in ears; the place is very informal, there
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isn't a prive that creates a distinction and it's even
possible to sit on the floor, while people don't have to
dress in a particular manner; nobody stare at you and
the security staff is friendly too, they cheat with the
guys and it’'s easy to ‘smoke’ without having problems;
moreover, thought there are different kind of people,
‘everybody is always smiling’ (see the Agatha logo). All
these elements are part of the ‘hip’imagery that in ltaly,
especially in some cities, is almost ever associated to
the leftist culture. This means that the ‘alternative type’,
identified through specific informal attitude and look,
is almost ever supposed to be leftist, especially after
that Centri Sociali have played a fondamental role in
developing alternative expressive cultures. However,
after becoming famous, its audience appears today
extremely diversified, formed not only by a recognizable
or stereotyped leftist audience. Clubbers distinguish,
at least, three groups: leftist youngs, much of them
going to Branca since many years; the so-called ‘fake-
alternatives’, wearing different outfits from those they
wear in their daily routines; and also, though in minum
part, ‘pariolini’ who go there without even putting the
appropriate ‘mask’.

Although also Goa regulars describe this club as a
relaxed and familiar place, everybody agree in defining
its atmosphere as refined. Here the feeling of the place,
connecting the tribe, takes form in an imagery shaped

by the convergence of experimentation and ostentation.
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lts atmosphere is articulated by the elements already
mentioned, plus the audience, which is quite more
homogeneus than that of Branca. Basically all the
people that go to Goa make a distinction between two

groups:

40 % of people there are ‘fashion-followers,
they like to dress and fo show themselves, then
there is also the crowd that differs a litfle bit. (Oni
- Goa)

half of the peaple are pariolini, who dress all in
the same way as during the day, the others are
those who change and mask. (Andrea, who lives

in Parioli - Goa)

Goa regulars identify their activities and

J
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pleasures either as ways of exploring the self -a
possibility encouraged and sustained by a privileged
economical condition— or as an exhibition of ‘style’,
meant as a general attitude. It's a sort of game that,
according to different individuals and their particular
biographies, is characterized by different levels of irony
or personal investment. Here are a couple of quotations
that perfectly summarize many accounts (again the
first one is from Oni, owner of an hair-dressing and
fetishist of ‘style’, always in search of creative stymula
for his job; the second one is from Andrea, a university

student living in Parioli):

People who go to Goa go to Branca foo, but just
that 40% that i like, that has a lifestyle like mine
and that is different from the people of Branca [...]
People of Branca has a lifestyle much more...
free” or ‘easy, | call them ‘fricchetfoni’ [friendly
ltalian version for freaks], they all are always
smiling ‘more’, while at Goa you find people more
like me [...] Infact when | go to Brancaleone |
change my look, | put on tennis shoes, jeans and
rough t-shirf, because | want fo feel comfortable,
because in that situation you get down, you sit on
the floor, as you would never do at Goa, so it's
a completely different situation. Anyway, for me,
Branca people is ok, i like them, even thought I'm

different, different social backgrounds: forexample

1 go to Branca by motorbike, not by car, because
otherwise they look at me bad, and everybody
goes like ‘oh, the fabulous has arrived’ -[mocking
and laughingj-, but when I go to Goa i get there
by car, because i am fabulous... for me is the right
situation at Goa like at Branca too, even if | prefer
Goa because, at the end, | am fabulous and | like
fo dress fine, show myself a litfle bit, and join fo
those that enjoy this as I do. (Oni — Goa)

Goa is the right place for those who want to
exhibit or experiment a mask... there you can
give the maximum of fashion or reinvent yourself
for a night, you totally change your personality or
take to the excess your properties... sometimes /|
dress up too, | dress cool, but the important fact
it's not to take yourself too seriously [...] | enjoy
all kinds of clubs, from the most trashy to the
most trendy, each one having its own appeal, but
what's important its not to go there with a 'snob’
atfitude... when I go fo a club where they play old
trashy Ilfalian revival | enjoy because there's a
part of me who likes to shout ‘Sara perche fi amo’,
so why should | suppress that part... probably I'll
wake up the next aay thinking ‘what the hell have
| done yesterday, | sung il triangolo no’, my goa!
But at that moment it was a lot of fun. (Andrea
-Goa)

The investment s different, butin both the cases
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the attitude orientating the practices of consumption is
a sort of experimentation, masquerading, exhibition.
Oni is one of those who wear a different mask when
they go to Branca, while Andrea distinguish himself
from does who ‘take themselves too seriously’.
These two attitudes explain why many Goa regulars
frequent without any problems also Branca, while
hardly happens the contrary. It's seems like if Branca
has maintened many elements of the imagery of the
leftist and alternative culture, but, at the same times,
these appear to be less ‘powerful’, less able to select
people than in the past. Possibly this fact is related to
general changes in the italian polical imagery but this
hypotesis would deserve further investigation. Anyway,
in this context, it's significant to notice that for many of
those who only three years ago would never have gone
to Branca, this place now seems to work as an option
for the games and pleasures of experiencing different
subjectivities and communicative patterns.

On the other side, Branca regulars, apart from their
social backgrounds, usually distinguish themselves
from those who dress refined to go to dance clubs,
which are automatically thought as superficial persons
who only want to exhibit or to pick up someone, not
paying attention to music (which is, of course, a
prejudice). From such accounts arise the stereotypical
representation of self as disinterested in exhibition,

as not subjected to fashion, devoted exclusively to

music (altough they don't show a particular or greater
competence). And, for all of these reasons, the oldest

‘habitué’ of Branca usually don't go to Goa.

What About the Music ?

Besides people, the other crucial element in
defining atmosphere is music. Interviewees say they
choose people and music, despite how the place
looks like; nevertheless most of them don't have any
specific knowledge on electronic dance genres (they
very rarely listen to them at home, neither do they talk
about it outside of clubs). People and music are not two
independent elements, working separately on the club
atmosphere, since —at least in interviewees perceptions
and accounts- different kinds of music bring different
kinds of people. With regard to this, it's interesting
to notice the way such stereotypes rely upon the
articulation of different elements: metaphors through
which people make sense of musical experiences,
discourses through which different tastes come to be
legitimated, representations of people listening and
dancing to different genres. Such associations concern
mostly the only two genres which enjoy wide recognition:
obviously, house and techno. House music is usually
described as more easy (to dance) and more simple
(in structure), and that's why it's easily associated
with more sociable audience or -by its disparagers-

to a more superificial one; but, at the same time, it's
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quite surprising how clubbers use similar metaphors
to describe the experiences offered by different kind of

music, despite the one they prefer:

the more the music it's hard the more you isolate
yourself in dancing. you're more concentrated,
you're just yourself: on the contrary with house
music you are more ‘open, you smile, look
around... the beauty of house is this searching
for your friend, this looking at each other. (Luca
- Goa)

i feel dancing to electronic and fechno music
as something of my own, very personal. | don't
aance with my friends or with people next to me,
that kind of music gives me more the sense of
dancing by myself, more ‘closed’, while if you're
aancing to ‘revival’ you joke with people next to
you and with your friends... with the other kind
of music i don't even look fto my own friends.

(Flaminia - Brancaleone)

The more the music is difficult, or rather
‘demanding’insome ways, the more oneis concentrated,
retired into him/herself and his/her interaction with the
musical flow; on the contrary genres like house and
revival are considered as fostering a tendence to be
‘open’, to look around, to ‘play’ with others, encouraging

communication while dancing. Again, what appears

to be a shared imagery comes to be discoursively
elaborated in different ways, depending on musical
taste. While the youngs preferring house music
legitimited their taste talking about its effectiveness in
making people feel ‘united’ —through the allowance of
a wider range of communicative activities-, people mad
about techno, or breakbeat or jungle, didn't take into
consideration this aspect (‘sociability versus isolation’),
rather they celebrated and enhaced the value of music
able to displace, to space out (or to ‘outdistance from’)
the habitual forms of aesthetics determination of the

body.

Branca music, being more lively on the down-
side, less ripetitive, makes me wanna Shake
more my ass, that is, it gives me a betfer sense
of amazement and astonishment. (Valerio -
Branca)

| like music that makes you loose the contact
with reality, without singing, all electronic, or
even a rhythm that displace you, which is hard fo
follow with your body movements. Sometimes |
like trying to move and aance in a different way,
possibly | look at what others do... thats why |
like variations in rhythm, even when they take
place at a ‘micro level, because thats when
the sparkle could light, it makes you change

what you're doing, or where you're going, and




153

therefore also ‘who you are’. (Patrizio - Branca)

Aform of experimentation of self and body takes
place even in the relaxed atmosphere of Branca, but,
differently from Goa, the accounts tend to locate it more
in the musical experience than in style. By the way, apart
form distinctions of genres, most of the interviewed
distinguish and value two kinds of music: the one that
reach its aim and the one that doesn't, the one which
gets you dancing and the one that doesn't, the first one
fostering an experience that — at the end - is similar for

everybody and well synthesized by Laura:

it makes me flow without thinking to something
in particular, like to a specific emotion... it's just
like the pleasure of driving nowhere, or rather
you play with the flow, it gets you and you have
fo respond in certain ways to work things out...
| never did kajiak but | have the sense it's just
like what i'm falking about: you are in a river,
sometimes the stream changes, it changes
direction, it becomes more difficulf, and you
have to respond fo it until youre completely
safisfied or foo tired and wanna go outside to

lake a breath, to arink or fo cheat

Such accounts seem to sustain the idea

that the absence of a ‘center’ that catalyse affective

projection, as well as the musical structure based
on circular and stratified flows (Agostini 1998), which
replace discoursive construction developed through
the interplay of melody and harmony, foster either
the appropriation of music in terms of an ambiental

experience and a kinesthetic play.

The last relevant result, to be mentioned, it's
that the appreciation for a ‘relaxed’ atmosphere often
arise by contrast with something defined as ‘classic
disco’, a discoursive topos represented through vagues
references to bigger dimension, generalist, located
outside of urban centers. Such a description seems to
point to @ model which in Italy, in the past decade, has
progressively loose profits and audiences in favour of
smaller and more differentiated urban clubs, discobar
anddiscopub (forthe firsttime in 20 years). This ‘classico
disco’ is associated with demanding long distance
travels, considerable investments of time, money and
energies, and less freedom to move from one place to
another (either for the price of the ticket and for the
difficulty to reach other places); on the contrary, urban
clubs encourage polycentered movements, reticular
aggregations, and greater autonomy in the articulation
of ‘night surfing’ (thanks to Sarah Louise Baker!). On
one side, such a distinction parallels the shift from
generalist media consumption to post-generalist media

format and practices of consumption; on the other is
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paired with the polifunctional rearrangement of many
dance clubs and with the success of genres -such as
lounge, minimal techno and microhouse- that in various
declensions can be appropriated either for dancing as
well as for the construction of particular ‘ambience’ for
other activities.

Anyway, before asserting a shift in patterns of dance
club consumption, a greater level of specification is
needed: infact, what seems at stake here, is more a
lowering in age of goers attracted by a certain type of
club, which in the past attracted mostly people over
25 while now even younger, than new kind of dance

practices or dance clubs.
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Some Reflexions on Song Theory, Signed Song and Traditional Song

Jean N. De Surmont

n this paper | will aim to present results of a research

which deals with the word French « chanson » and the
song theory. My observations will be conducted within
a metalinguistic and a linguistic corpora. Mycorpora
was largely constituted by works published in France
in addition to other countries in Europe. The study of
European dictionaries has shown me how important has
become the French song culture in German dictionaries
(inwhich appears sometimes chansonnier and chanson
de geste and in Italian dictionaries in which appears
chansonnier as a synomym of cantaautore). This
presentation contain some diachronical and theoretical
observations. The research appears to be the first
significant research conducted about the vocabulary of
song in French. This will finally lead us to present the
theoretical vocabulary that we have created to study
song phenomena.
The study of song phenonema refers to two aspects of
song activity : cantio speculativa and cantio practica.
The first one refers to all theoretical aspects of song
. the publication of an essay, an article on song, a
lecture or a paper at the IASPM conference, the jury
of a contest, etc. The charts of the Billboard magazine
and other magazines as Radio Activité in Québec,

are also concerned with cantio speculativa. Cantio

speculativa deals with all aspects of song that are not
related with performance. On the other hand, cantio
practica concerns performance in general. Many
song phenomenon might be regarded as part of the
cantio practica : festival, live radio performance like
in the 1920’s, etc. Studying the epistemology of song
phenomenon implies the analysis the relationships
between cantio practica and cantio speculative.

If | have created the word song phenomena, it is
because it allows my reflection to cover both aspects
of performance and theories regarding of song activity.
We can observe many meanings in French of the word
chanson (noise, story, title of book of poetry, etc.). This
polysemy also exists in English and the word chanson
has produced famous expressions such has “It's
always the same story” equivalent of “C'est toujours
la méme chanson” or “C’est toujours le méme refrain”.
The eclectism of meanings involves considering only
the prototype meaning of song, the one that deals
with a vocal performance. The genre song is divided
in two main categories : traditional song and signed
song . Traditional song generally falls within the field of
social anthropology. While signed song may falls within
the fields of musicology, sociology or literary studies,

according to the point of view chosen by the theoricians.

N
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Signed song, on the other hand is a song that is created
in an editorial context and has a known songwriter or
a known composer. This distinction between these two
song phenomenon concerns the way of transmission
of text and music. Traditional song is a song which is
transmitted from generations to generations.

In order to study popular music correctly, it is important
to distinguish it's object precisely. Perhaps more
the than ever before, the Anglo saxon’s theory was
influencing on the study of song. The syntagm popular
music indicates a field of music formed in the 70’s
whose object of study is the song, pop music, rock,
jazz, sound tracks, advertising, etc. The study of
signed song generally falls within the field of popular
music (musicology) in Anglo Saxon epistemology, but
within French culture it is not necessarily included in
musicology.

| have been interested for a few years already in
the theoretical problems raised in the study of song.
During that time | have seen the problems raised in
the diachronical study of song object. | have created
the syntagm song object to designate the prototypical
meaning of song, which means the sung poetry (see
glossary). Thediachronical study ofthe songphenomena
makes it possible to distinguish hybrid song objects that
can be understood starting from certain features which
define the generic interbreedings. The first problem is

to determine the nature of the song object. Still should

it be known that under the Anglo-Saxon influence (in
particular Richard Middleton (1990)) the song object is
consider slightly differently in Quebec than in France.
France seems less permeable to the Anglo-Saxon’s
influence. Indeed, in Quebec, the study of the signed
song is dominant in faculties of music, sometimes
included within the field of popular music, as at McGill
University or the University of Montreal. | consider the
song object within the field of the popular music but
also within all the field considered in cantology. In my
doctorate thesis, | have analysed the ambivalence of
the polysemic syntagm popular music (De Surmont
2001, 371-398). In the faculty of humanities, it is
considered much more as a paraliterary phenomenon.
In the faculty of music, the inclusion the song object
only within the only field of musicology assimilating it
to a big set of different aesthetics like jazz, blues as
song correspond to an Anglo Saxon point of view and
seems not fitting well for periods which song was not
popular in the sense it is used l.e. /commercial/. For
this reason, Stéphane Hirschi proposed the creation
of a “science” named cantology (since he builds the
word using the suffix -logy which induces a scientific
practice). This approach gathers the fields of sociology,
musicology and literary studies in the study of the
song object. This refers to a vision of the study of the
song object by regarding it as a whole without locating

this study within the branches of human sciences.
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Moreover, Hirschi has in fact only opened the way to
a multidisciplinary study, so that other researchers
can propose theoretical solutions, and can consider
cantology by comparing it to a multiplicity of fields that
stuffy the song like a multisemiotic phenomenon, at
the same time including the ideal song, its execution
and its recording. In order to solve the problems raised
by the study of the song object in diachrony, | propose
creating a supradisciplinary lexicon. My approach is
not that to include the song object within the restricted
field of the musicology that corresponds to the study
of the popular music. The reason for this is that in
English and Brazilian (MPB), one understands by
popular the “commercial aspects”, the mediatized song
(Zumthor 1987) of the history of the vocal practices.
The study of the song-object tends to —reactivate’ a
semantic feature of /popular/ (traditional), by forgetting
that signed songs existed which did not have anything
related to traditional or commerciale songs. Mark Slobin
(2003:72)writes : “In addressing the long and complex
interaction of ethnomusicology and popular music
studies, the word ‘popular’ needs careful consideration
in approaches to the methodologies and results of
research. One perspective that might facilitate an
understanding of ethnomusiscological inquiry would
distinguish the study of the ‘popular’ understood’ as the
creation and reception of the most broadly accepted

musical forms from the study of the ‘popular’ viewed as

a technologically produced and managed commodity,
although the two overlap in many respects”.

It thus appeared significant to me to employ the term
vocal practices in order to indicate objects of completely
different nature and that one could not always reduce to
a song, would be this only because the XIXe romantic
century “lived a distinction between prose, poetry and
song based primarily on the nature of the inspiration”
(Jean-Christmas Laurenti 2000, 35), relegating to the
second plan the formal opposition. Thus one could
invent poetic prose and “prosaic poetry”. In this context,
to employ song as a generic term, is almost an abuse
of language. Vocal practices and song phenomenon
are not more precise, but make it possible to approach
a variety of objects without too many compromises.
Variation and interbreedings

It is primarily the variability of the forms and the
components of the songs object that define the
interbreedings. The variation is observed in the
musical or linguistic component of the song object,
in the rehandling of this object of origin, and thus in
the interbreedings which are woven between song
of oral tradition and signed song. By observing the
song objects, types of variations were indexed. The
treatments (wiring for sound, sound recording, handling),
the environment (place where interpretation is carried
out) and the play of the differences between sung

prose and the lyrics can also effect on the nature of the
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song objects (cf Huguette Calmel 2000, 7-8). | will not
develop these various processing of the song objects
because according to the epistemic point of view which
I've adopted they do not constitute that subcategories
of the processes of diffusion which induce variations.
The pieces can, according to many variables, take
different forms. The study of the variation and the
interbreedings leads us to observe the transformations
which take place and to take account of the various
mediators that interfer in the modification of the
object, whatever the time and aesthetics . From these
observations, | have propose, in an article published
in the last issue of the Canadian University Music
Review (2003), syntagms to be used as a basis for
designation of these phenomena. These theoretical
proposals regarding the vocal practices can have a
wide application to the corpus of song phenomena.

In my introduction, | evoked the interest the need to
have a metalanguage in order to meet the needs of the
researchers wanting to approach song objects of various
times and styles. This requires the recourse to the
neology. It is by semiotic and lexicographical research
of song culture that | have developed a glossary. The
internal logic between of the various traditions of the
song seemed to correspond. One of the aspect of
song culture that have interested me is the process of
transmission and thus of transformation of song-object.

For example | have named one of those folklorisation.

Text of traditional song is prone to variations as it is
known. Even if the signed song does not respond to
the same process of transmission than traditional song,
it allows the songwriter to includes some elements
of traditional song making then his object an hybrid
object. Signed song, generally identifiable, generally
(at the XXe century at least) makes only interpretation
or the interpreter varying. An analysis of the song
phenomena should consider the processes of song's
diffusion and the interbreedings of aesthetics (between
traditional and signed song). That seems all the more
significant to us as itis on the basis of modification of the
processes of diffusion that the semantic change of the
word popular song was established. The mediatisation
of the song object by the radio, the type of rooms where
the performance is held and the support of reproduction
involves the marketing of the objects, thus making
obsolete the ancient way of transmitting the traditional
song. This reconfiguration of practices, including that
of traditional song which has entered the commercial
field, means that employing the syntagm popular song
no longer refers to any specific practices. One will
rather find it beneficial to be interested in the processes
of diffusion by distinguishing folklorisation, oralisation,
the transformation, parody, pastiche (more subtil than
the parody), the dressing-up of a song text in order to
evoke the various song phenomena of “modification”

or contrary to “fixing” (solidifying) of the song objects.
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The linguistic and musical transformations are not
the subject of a particular characterization. The types
of alternatives include melodic, rhythmic, phonetic,
enonciative,  phonetico-rythmo-melodic  aspects.
We distinguish between the process of oralisation
and folklorisation in order to clarify the phenomena
common to the oral tradition and the printed tradition.
Thus the folklorized song is a signed song that quotes
thematic features of the oral tradition (sometimes as a
pastiche), whereas the oralized song indicates only the
results of a process of transmission similar to that of
the oral tradition. It means that after so many different
interpretation or because the type of execution (a song
such as “Happy birthday” would be a typical example),
the song loose it's reference to the normally known
composer and songwriter.

As for the multiple possibilities of intervention on
a vocal piece, one seeks to give an account only of
the componential transformations of the songs. We
will speak in all the cases about source melody and
source text (original song object) and substrate melody
and substrate text (transformed song object). This
points out the tropes in the medieval liturgy and the
“fragments” in the operas of XVlle and XVllle centuries.
As for traditional song, two forms of intervention on
the text are distinguished. First of all, the sweetening

(“edulcoration”), which consists in modifying a

“fragment” of the original text in order to attenuate the

immoral contents. The text which takes place instead
of previous words is called the contrefactum in this
context. The contrafacture consists, says Zumthor, in
adapting a new text to the melody and rhythmic shape
of another text (2000:131). Then, the substitution which
consists in replacing a segment of the version of the oral
tradition and imposing another version by mechanical or
printed reproduction. One also employs in the world of
the media the term adaptation, rather vague concepts,
which return to the fact that an artist takes again a song
of another artist in its entirety (cover version ), by often
using another aesthetics to shape the musical line. This
sould not be confused with an arrangement which does
not imply an unfolding of object.

The degree of intervention of the interpreter on vocal
poetry “source” can also vary. The use of rehandling
(remaniement) in  Romanists circle is relatively
widespread to indicate the modifications which the form
of the chanson de geste undergoes. Laforte (1981, 2,
43) proposes also transplantation (“greffe”), referring to
the changes of laisse which a song undergoes when
two songs are welded to form only one. Let us note
also the use of contaminator to mark the conversion,
quoted by Hans-Erich Keller (1989, 308), of a chanson
de geste in weaving song of the version of Oxford of the
Song of Roland. Frangois Suard (1993, 107) affirms in
this respect that the canonical form of the poem (the

sequence of versified laisses) remains, but the lyric
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elements grew blurred with the profit of dominant
narrative

By taking account of the bodies involved in the
invention of the song object (singer-songwriter,
lyricist, arranger, copyst, composer, performer)
and on the other hand by making the separation
of the components (lyrics and music) of the song
object we could develop a theory of song culture
and song phenomena. The industry of the song of
consumption shows to us that the fame of the lyricist
and performers exists often to the detriment of that
of the songwriter, which does not testify to the same
phenomenon, but rather of the prevalence of the text
on the music in the process of setting in spectacle
of the song (Chion 1982, 272).Whether or not the
public singer or street singers is or is not the author
of the song does not count, rather the function that
this song can exert in a certain social context, and its
model of transmission in its center is important (Déle
1995, 36). The successive wave of interpreters thus
comes to confirm the process of oralisation from the
text or the music and prove that a signed song or a
traditional song can respond to the same process of
textual and musical tranformations.

Thus, a melody line of a signed song is modified by
the people, insofar as it answers the same criteria
of circulation of the song object as the song of oral

tradition. One could simply name it oralized melody.

Those phenomenon has to be considered as

processed of desappropiration of the song’s identity.

Conclusion

The study of interbreedings between traditional song
and signed song has shown reciprocal influences
between the two types of song objects. Folklorisation
enriches a signed song by borrowing from another
source song and on the other hand it's possible to
observe some effects of the printed tradition on signed
song. Gerard le Vot (1998, 113) proposes registry
interference (‘interference registrale’) to designate
these phenomena. In a longer text already mentioned
I've analysed these interbreedings between signed
song and ftraditional song. The study of those
phenomenon seems more and more important as
mediatised song become more open to world music
aesthetics and vocal practices closer to oral tradition
also benefit from mediatised song. In an other
study it would also be interesting to approach the
phenomenon of intergenerical quotations where song
objects borrows for example elements from dramas or
novels and to apply the typology on interbreedings to

an internal analysis of musical works.




Endnotes

1. At the beginning, | was using the syntagm literary
song. The term literary, if it functions well to name the
literarity of both musical and textual components of the
song object composer and poet or/and songwriter),
it functions on the other hand badly to indicate only
the melody when it is only it which is anonymous or
transformed. In fact, the problem, lies at the beginning
in the use of literary in order to indicate the fact that one
knows the names of the authors as much of authors of
which | form part one makes since a score of years.
Moreover, the term literary is connoted and gives the
impression of a literary value which is not necessarily
the case. For this reason, it appeared more relevant to

me to employ the syntagm signed song.

2. Sometimes the arranger for instance can become

as much important as the composer.

3. Interpreations of previouly written material are
frequently described as ‘cover versions™ (Exceptions
to this are songs written in a no-Tin Pan Alley style,
such as Lennons’and McCartney’s ‘Yesterday’, or rock
interpretations of standards, such as Janis Joplin's
‘Summertime’ (with Big Brother and the Holding
Company).)Acover version differs from an interpretation

of a Tin Pan alley tune due to its derivation from a

162

recording closely identified with the style of a particular
performer rather than from notated sheet music.” David
Brackett, 2003,208.

Glossary

Folklorisation: Process which consists of the penetration
of a topic normally conveyed orally by the oral tradition
in another song-object (normally a signed song) in a

voluntary way or not.

Mediators: Agents (publisher, producer, arranger,
sound engineer and distributor) acting and investing
themselves significantlyinthe processes of composition,
production, distribution and putting into circulation of

the song phenomenon.

Oralisation: Song Phenomenon which by successive
waves of interpreters or temporary or permanent
deterioration by the public of the original text or the
original melody of the signed song, ceases being
identified to its original lyricist and/or and reaches
anonymity, thus behaving the same manner as a song

of oral tradition.

Signed song: Song-object whose identity of the author
and the music composer are known and/or identifiable.
In the case of the singer-songwriter a same an unique

person participates to all the steps of the creation




of song-object. The song was first published and
generally circulated by printing since its creation. The
attribution of an author is not inevitably a criterion of
the literary dimension of the transmission but it is often

the condition.

Song of oral tradition or traditional song: Song object
whose identity of the author and the composer are
unknown and who generally circulated by the oral
transmission, from where the multitudes poured

songs.

Song object: Object prototypically recognized as a
song-object, song poetry, vocalized. Constitute a
subset of the song phenomena. It is composed of the
melody and of the text. Thus the meaning of the song
as only poetic forms does not constitute a song object
song but a poem.

Song Phenomenon: Social and historiographic
phenomenon, or considered as such, relating to the
song object. The song phenomenon means the whole
of the practices, demonstrations or traditions, and
supports diffusing and mediatisating the song object,
on the one hand, and, on the other hand, the whole of
research and publications on what is heard like a song

or which influences its statute in the fields cultural,

economic and symbolic system of the entour.
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Sweetening: Process which consists in removing a
“fragment” of the text of origin in order to attenuate the

immoral contents.

Textual substitution: Process which consists in replacing
a segment of the version of the oral tradition and to
impose of it another version by the process of solidifying

due to the mechanical or printed reproduction.

Vocal poetry: Any type of poetic text, in free or measured
versification, calling upon a vocal performance. ltnames
at the same time the poetry of oral tradition and signed
poetry, contrary to the concept of oral poetry proposed
by Zumthor which could not gather at the same time the
whole of the printed practices and those of oral tradition.
It seems that Zumthor uses the adjective oral under the
influence of the oral Anglo-Saxon/relating to the mouth/
rather meaning aural/pertaining to, but received by,
the ear/([Catherine Schwarz, ed. ], 1993: s.v. oral and
aural). Indeed, it is rather the auditive dimension which
interests in fact Zumthor because the use of the epithet
oral in oral poetry compares any vocal performance
to the oral tradition, i.e. with the repertory transmitted
anonymously trough generations. We thus prefer the
generic use of vocal poetry for the whole corpus which is
the subject of a vocal interpretation. Lastly, | understand
by vocal poetry the corpus of songs objects that include

linguistic vocality (nearer to the poetry known as put in




music where the musical quality of the voice is thin) or
to musical vocality (where poetry is sung) which makes
it possible to establish the distinction between the word
and the song, between spoken voice and sung voice
(See Catherine Kintzler, 2000).

Vocal practices: Together song object, sung spoken or
said works whose musical line is always present. The
vocal practices are vast and can indicate the Lied as
well, as the polyphonic songs, the airs of operetta, , the

vocal plays of Inuit, etc.
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When No Sense Makes Sense. Voice, Words and Stars in Italian Pop: Elio e le Storie Tese occurrence

Angelo Di Mambro

-

ltalians sing

talians sing. We just listened to a singer songwriter,

Toto Cutugno, that still in 1983 exploited this
overwhelming and internationally acknowledged
stigma in one of his hits. Cutugno almost sings: Let me
sing / A guitar in my hands / Let me sing /| am an
ltalian. Such as the fact of singing in itself identified
him as an ltalian, with the guitar taking the place of the
stereotyped mandolin...

But What do ltalians really sing?

ltalian modern song develops by two streams of
tradition: on one side folk tunes and storytelling; on the
other a reduction of the most famous melodrama’s airs
for upper classes entertainment, named ‘romanza’.
Thanks to Record and Radio media, folk song and
romanza mixed up and stirred, meeting foreign models
and finally making that accumulation of sounds, voices,
emotions and meanings which is Italian song as we
know it.

Yep, the Meaning. Where does meaning - or sense - ligin
asong? The answer is simple in the abstract only: in the

working out of music (melody, harmony, timbre, sound),

words, performance and performer (pronounce, vocal
timbre). But often in Italy these elements slip out from
a serene evaluation because of an ideology that gives
importance to word and message despite sound, music
and musicians. The verbal content itself is considered
more than the pathetic working out that singing builds
up with other song’s elements. This values hierarchy
pushes on to fix an homology between poetry and
song words, and to hypostatize the singer songwriter
as a singing poet. Music, particularly, is neglected, as
it was a useless supplement. A mental disposition that
reveals Italy musical education. The Country where
everybody sings, just someone can sing and almost no
one can play an instrument... not even the stereotyped
mandolin!

The origins and history of this misunderstanding and
its successful exceptions, for instance Italian Swing
in the Thirties, should be matter of discussion. But we
say: if in Pop music rituals Voice used to be the seal
of the deal between Star and Audience, in ltaly words’
contents - love or politics, the two main subjects of
ltalian song -, amplified this deal through the cathartic
nature of the Message, matteri