
UNIVERSITY OF CALGARY 

La Chanson Goes Hip-Hop: Local Identity, Globalization 

and Contemporary Music in Quebec Nationalism 

Stephen Entwisle 

A THESIS 

SUBMITTED TO THE FACULTY OF GRADUATE STUDIES 

IN PARTIAL FULFILLMENT OF THE REQUIREMENTS FOR THE 

DEGREE OF MASTER OF ARTS 

GRADUATE PROGRAM IN COMMUNICATIONS STUDIES 

CALGARY, ALBERTA 

AUGUST, 1999 

O Stephen Entwisle 1999 



National Library Bibliothbque nationale 191 of Canada du Canada 

Acquisitions and Acquisitions et 
Bibliographic Services services bibliographiques 

395 Wellington Street 395, rue Wellington 
Ottawa ON K I A  ON4 Onawa ON K I A  ON4 
Canada Canada 

YOUI hl6 VOfIb rdbtWlC8 

Our h&a Notre reldrnce 

The author has granted a non- 
exclusive Licence allowing the 
National Library of Canada to 
reproduce, loan, distribute or sell 
copies of thls thesis in microform, 
paper or electronic formats. 

The author retains ownershp of the 
copyright in h s  thesis. Neither the 
thesis nor substantial extracts from it 
may be printed or otherwise 
reproduced without the author's 
permission. 

L'auteur a accorde une licence non 
exclusive pennettant a la 
Bibiiotheque nationale du Canada de 
reproduire, preter, distribuer ou 
vendre des copies de cette these sous 
la forme de microfiche/film, de 
reproduction sur papier ou sur format 
electronique. 

L'auteur conserve la propriete du 
droit d'auteur qui protege cette these. 
Ni la these ni des extraits substantiels 
de celle-ci ne doivent Stre imprimes 
ou autrernent reproduits sans son 
autorisation. 



Abstract 

Quebecois nationalism as it is represented in music is taken as an example of the 

expression of local identity in cuitural discourse. It is posited that economic. social and 

cultural aspects of globalization threaten the formation and expression of local identities. 

A Cultural Studies analysis of globalization and contemporary music will allow us to 

understand how local identities are formed and expressed in post-modem cultural 

discourses. An historical overview of the expression of Quebecois nationalism in lr 

ch~mson indicates that the representation of Quebecois nationalism in music has evolved 

as Quebec society and culture have evolved. Using a case study of contemporary Quebec 

music. it is concluded that while some aspects of globalization have the potential to 

homogenise the cultural discourse and thus threaten the expression of locnl identities. as 

exemplified by Quebecois nationalism. other aspects of globalization facilitate the 

continued formation and representation of local identities. 
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Introduction: A Brief History of Quebecois Nationalism 

The twentieth century political landscape of Canada has been shaped in great part 

by a linguistically-driven, culturally-protective and geographically-bound nationalist 

movement in Quebec. This is not to imply that Quebec nationalism is by any means a 

strictly twentieth century phenomenon; rather. its roots reach deep into the province's 

social, political and cultural history. However, Quebec nationalism has undergone drastic 

changes since the Second World War, changes that have been concurrent with 

hndamental shifts in Quebec society as a whole. It is the manner in which Quebec 

nationalism has evolved that has been so profoundly consequential for Quebec as it is 

situated politically and socially in Canada. For, while the emergence of a new nationalist 

consciousness in Quebec has had a profound effect on Canada, it has completely 

revolutionised La Belk Province. 

This research endeavour is concerned with Quebec nationalism and the way that it 

has evolved over the course of the twentieth century. Specifically, this discussion will use 

Quebec nationalism as an example of the ways in which local identities are formed and 

expressed within the contexts of globalizatioa and contemporary music. Why should b s  

particular topic be of concern? Primarily because, as we shall see in the ensuing chapter, 

the emergence of globalization towards the end of the twentieth century has raised 

questions as to whether local identities still have available to them the necessary means 

by which to express their particular cultural concerns. This discussion will examine the 

relationship between Quebec nationalism and popular music as an exarnplar of the ways 

in which local identities are expressed. In order to proceed with this discussion, it is 



necessary to position the evolution of Quebec nationalism within a historical tiamework. 

This introductory chapter will provide such an historical background and, as such, will 

enable us to understand the historical, societal and cultural forces that have shaped 

Quebec nationalism. This will position us to proceed with a more in-depth analysis. 

As with any cultural phenomena, nationalism takes many forms, serves many 

purposes and can be conceptualised in numerous ways. .4n anthropological definition 

might state that "the most basic assumptions of nationalist ideology concern the existence 

of a geographically, historically and culturally unique nation. That nation is believed to 

be 'born o f  and indissolubly linked to a bounded territory and a particular history" 

(Handler, 1988: 154). While acknowledging the territorial origins of nationalism, h s  

definition fails to grasp its primal social impetus: the deep human need for affiliation and 

belonging. Within a cultural context, nationalism can be conceptualised as expressing and 

fulfilling an urgency to "belong to a people, to a nation.. . [and to] believe that some 

things work better when they are done among people of the same culture, belonging to 

the same nation and living by the same customs" (Gougeon, 1994: 109). In living with 

and through shared customs, people of the same nationality express a common 

understanding of behaviours which stem From, and in turn perpetuate, a shared 

experience, interpretation and understanding of the objective world. This definition 

implies a certain sense of inherent belongingness, one that can be described as an ethnic 

nationalism that is based on "common ancestry myths and hstolical memories, elements 

of shared culture, some link with a historic territory and some measure of cultural 

solidarity" (Smith, 1995: 57). 



This sense of commonality is pivotal to the development of a culturally driven 

nationalism because "nations and nationalism become possible only after the emergence 

of group self-consciousness" (Handler, 1988: 7). This group self-consciousness implies a 

knowledge of other groups and an awareness of the distinctness of the national group. 

Nations "came to be regarded as unified wholes whose specific characteristics 

distinguished them from their neighbours.. .a society, for them, possessed an internal 

homogeneity, expressed through its language, history, traditions, as well as the arts.. .the 

notion of culture as a shared system enabled them to claim that nationality is a product of 

consensus" (Jusdanis, 1995: 30). Thus, the shared values and experiences that bind the 

nation are communicated through symbolic interaction. "Ceremonies, symbols and myths 

are crucial to nationalism; through them nations are formed and celebrated" (Smith, 

1995: 150). Cultural forms such as national myths, history, music, and language are 

therefore central to the formation and expression of nationalism. 

It is important to state here that nationalism is not only a cultural but a political 

concern. Whereas ethnic nationalism is proscribed by exclusionary considerations such as 

shared mythology, language and cultural traditions, civic nationalism is characterised 

more by an open inclusive membership based not upon inherited qualities but by a 

negotiated position in the society. "Only those who share in the public culture of the 

people, who adhere to the 'civil religion' of the national state, are entitled to a share in 

those rights and duties which constitute citizenship.. . they are in practice open only to 

individuals who are, or have become, members of a people" (Smith, 1 995 : 97). Civic 

nationalism is based therefore upon the concept of participation in the civil society. 

Membership is not genealogically determined but is earned through active involvement in 



the nation. In the civic model of nationalism "the identity of the nation as a whole is 

expressed through the national state, its laws, public culture and foundation myths" 

(Smith, 1995: 107). For the most part, the nationalism upon which this study will focus 

will be more ethnically determined than civically; however, as this study proceeds 

notions of civic nationalism wiU play a more prominent role. 

Like all cultural patterns, nationalism operates reflexively w i h n  the culture in 

which it is situated, which is to say that it is influenced by and in turn lduences cultural 

discourses. "Nationalism posits the universal value of culture by validating the existence 

of the nation in the name of its very uniqueness, itself a product of culture" (Jusdanis, 

1995: 32). As such, nationalism is constantly shifting. It is not static or monolithic but, 

being integrated into the society in which it exists, is fluidly responsive to the societal 

forces that surround it. Consequently, we can posit that "nationalism is not a category in 

itself. It is bound to change also" (Roy, 1 987: 302). As we shall see, the amorphous 

nature of nationalism is evident in the evolution of Quebec nationalism. 

Since 1759, when the British conquered New France, as Quebec was then known, 

the different forms of Quebecois nationalism have shared, as a core value, the cultural 

strategy of srirvivrnice or survival. As a French-speaking minority in overwhelmingly 

English-speaking North America, the Quebecois people (fiom herein understood to refer 

to francophone Quebeckers) have, if nothing else, been united by a common fear "that 

their language and culture are vulnerable to loss through assimilation in English-speaking 

North America" (Lemco, 1994: 4). The strength ofthe materialist American culture, and 

the pervasiveness of the English language are such that the Quebecois people have 

always felt justified in constructing a cultural policy motivated by the looming potential 



of the "dilution and eventual loss of national identity, a negation of boundaries and 

distinctions and . . . the disappearance of the Quebecois nation" (Handler, 1988: 49). 

This policy of survivance prompted some Quebecois to retreat behind geopolitical 

and cultural lines, to turn their back on the outside world, to protect and preserve their 

language and cultural distinctiveness by sealing themselves up within their borders. In 

doing so many Quebecois withdrew from active participation in the political and 

economic construction of Quebec society. The realm of commerce and secular power 

would be henceforth be reserved mainly for the anglophone population, while the French- 

Canadians would reside predominantly in the parallel world of agrarianism and Catholic 

spirituality, a realm that was heavily controlled by the Roman Catholic Church. "The 

ideology of ~7fmivancr resulted in a cultural isolationism that took refbge behind 

provincial autonomy" (Gingras and Nevitte, 1984: 5). Thus, the physical boundary which 

proscribed Quebec became a son of psychological membrane, keeping out foreign 

cultural influences, compounding the sense of cultural isolation, and enforcing the sense, 

both culturally and physically, of a distinct French-Canadian nation. 

From the Conquest of 1759 until the mid- 1950s, the ideology of survivat~ce 

enabled a highly conservative nationalist ideology to assert primacy over the political, 

spiritual and cultural life of Quebec. The Church exerted an almost singular influence 

over almost all social aspects of Quebecois Life: education, health, social welfare, and, of 

course, spiritual and moral guidance. Quebec society continued to be highly insular, 

closed in on itself as the modernisation of the outside world passed it by. "Traditional 

French-Canadian nationalists had, out of their desire to create a distinct society, 

constructed a distinct society that was totally unprogressive, anti-modern and destructive 



of the individual" (Behieis, 1987: 27). As a result, anglophone Canadian and American 

interests were able to control the material economic apparatus of society. With the 

Church exercising a stranglehold on the spiritual franchise, Quebecois were left little 

societal Influence excepting their role as docile, obedient parishioners and proletarian 

labourers. 

French-Canadian nationalism of this era was a temporally retrograde ideology - 

haunted by a nostalgic yearning for a highly idealised history, and pacified by the 

promise of a post-mortem heavenly reward. Quebecois mythology, as disseminated 

through the folk culture of song and story, was replete with images of le pays (the land), 

les gens (the people) and la foi (the Catholic faith). "The nationalist rhetoric of the 1930s 

was a conservative rhetoric, rhetoric based in the past, on ideas of sunpzvance. The idea 

was that providence had put us here to spread the Catholic faith: this was our role, our 

mission" (Gougeon, 1994: 73). However, as the 1950s drew to a close, Quebecois were 

about to overthrow the insular, conservative and Catholic ideology of traditional French- 

Canadian nationalism in a societal movement that came to be known as the Revoiritiorr 

Tratqrrille, the Quiet Revolution. 

The Quiet Revolution of the late 1950s and 1960s represented a self-conscious 

attempt by a burgeoning educated Quebecois middle class to shed the constrictive 

parochialism of the traditional Quebec society, and to grasp modernity with all the 

worldly benefits it had to offer. Clerical influence, tainted by its close association with 

the corruption of Duplessis government and accused of being obscurantist and out of 

touch, was on the wane. "lntellectuals, professionals, trade unions and various voluntary 

organisations argued that urbanisation had rendered inadequate Church-related 



institutions" (McRobens, L 987: 99). Traditional French-Canadian nationalism was seen 

to be holding back the Quebecois, as stifling the development of a Quebecois business 

class, and as s e h g  off Quebec to outside interests. Quebecois demanded to be rndinrs 

chez nous: masters in our own house. 

The nationalism that emerged in the course of the Quiet Revolution was marked 

by a new faith in the state to serve as the protector of Quebecois interests. "The state 

replaced the Church as the principle institution in the collective lives of Quebeckers. As 

the Church had formerly hoped to formulate an ideology to justify its role as the ruling 

class, so the new bureaucratic ruling class redefined that ideology" (Cook, 1995: 94). The 

nationalism of the Quiet Revolution was a secular, materialist nationalism, with the 

intention of wresting economic and political control of Quebec back from the English- 

spealung bourgeoisie, and establishing the Quebecois as a self-determinate, self-reliant 

population in a modern, outward-looking society. The new secular, materialist 

nationalism had its ultimate manifestation in the rise of a forceful 1ndc;pendarltiste 

movement, a movement that saw independence as the only natural conclusion of the 

Quiet Revolution. Trust in the state did not extend to the federal Canadian state. State 

guardianship of Quebecois interests was only viable within the geopolitical territory in 

which Quebecois constituted the economic, social and political majority. Despite the 

radical change in Quebec society, nirvivance was still the fkdamental cultural impetus. 

Changes in Quebec nationalism permeated the cultural discourse. The confidence 

and self-determination of the Quebecois was sigmfied by the way they chose to represent 

and place themselves within the cultural discourse. Prior to the Act of Union of 1840 (in 

which anglophone and Protestant Upper Canada, later known as Ontario, was united with 



predominantly francophone and Catholic Lower Canada, subsequently known as 

Quebec), the population of Quebec was referred to as C a d i e n s ,  a term which "served to 

distinguish them not only from the British but from the metropolitan Frenchmen as well" 

(McRobens, 1987: 81). The C a d i e n s  were perceived and referred to as a self- 

contained, autonomous cultural and political entity. After the Union Act Quebec was 

inforally referred to as "French Canada - stigmatised as the nomenclature of a 

subordinated people" (MacDougall, 1997: 26). Quebeckers were thus seen not as 

Canadians, but as a subordinate sub-grouping of Canadians - French-Canadians - a 

distinct ethinc goup set apart from the mainstream of national culture and cultural 

discourse. 

This subordinative nomenclature was retained within the traditional nationalism. 

However, during the Quiet Revolution Quebec's secular nationalism had become so 

strong, and so bound to the geo-political state, that the self-appointed, non-hyphenated 

(and therefore non-affiliative) appellation 'Quebecois' replaced 'French-Canadian', with 

its implicit otherness. This shift signified a fundamental shift in the geographic 

perpsective of the Quebecois. "Perhaps the most significant was the fact that the 

community underwent a shift f?om a minority to a majority conception of itself This 

change is reflected, for instance, in the substitution of Quebecois for bFrench-Canadiao"' 

(Breton, 1988: 94). The adoption of the self-denotation Quebecois miculated a primary 

loyalty not to Canada, but to Quebec. No longer were Quebeckers content to identlfy 

themselves in relation to (primarily English) Canada: the rejection of the nomenclature 

bestowed upon them in the traditional parlance signalled a newly confident, self- 

determinate Quebec, and signalled "a symbolic emancipation" (MacDougall, 1997: 26). 



In symbolic discourses of nationalism and self-identity nomenclature is a 

powefil signifier. "National identity is a symbolic nexus grounded in the slippery terrain 

of the imaginary" (MacDougall, 1997: 69). The way in which nationalism is signified, 

both to its constituent population and to the outside world, has a two-fold importance: it 

allows the collective to communicate to others how it perceives itself, thereby enforcing 

the external identity of the group, and it communicates to its constituent members what it 

means to be a part of the collective, thereby facilitating the formation of the indiviual 

identity as a member of the collective. A dominant culture is able to represent itself in the 

daily activities and significations which make up the mainstream cultural discourse. 

Because cultural minorities do not control the dominant cultural discourse they must 

operate clandestinely within it: they must find signification and representation in the 

realm of the imaginary. 

As a minority culture in North America, the Quebecois have had to rely on the 

realm of the imaginary - folk songs, folk tales, folk history, all of which constitute the 

mythical structure of Quebecois culture - to represent themseives and to perpetuate their 

nationalist signification. Representation can be considered to mean, briefly, the ways in 

which meaning and identity are bestowed upon phenomena within cultural discourse. 

"Representation is the social process of representing; representations are the products of 

the social process of representing. The tenn refers, therefore, both to the process and to 

the product of making signs stand for their meanings" (O'Sullivan et al., 1994: 265). 

Minority populations must tap the cultural stream of symbolic representation in order to 

find expression and self-recognition. For a collective such as the Quebecois whose 

"national status remains problematic and which is so dependent upon language to j u s e  



its existence, it is not surprising that symbolics and the imaginary are capital resources" 

(MacDougall, 1997: 11). The language of myth and symbol - the language of art and 

literature - are thus the primary means of cultural representation. 

The ways in which a cultural group represents itself can be seen as a reliable 

indicator of the dynamism within that culture: conservative ideologies often rely upon 

and repeat a stock of mythological images, depending heavily on historic and traditional 

culture as means of representation. On the other hand, a vibrant, dynamic culture will 

find expression in an active cultural life that incorporates a variety of ideas, reflective of 

the dialogue talung place within the culture as it tries, through cultural discourse, to find 

ways in which to express itself as it evolves. In the 1930s and 1940s artistic production in 

Quebec was limited; of that which was produced, " the greatest share of literary and 

artistic production was inspired by a rhetoric and an aesthetic that did not belong to this 

century" (Rocher, 1987: 290). After the Quiet Revolution, however, artistic output was 

prodigious. This was spurred in part by the development of Radio-Canada as a 

Francophone television and radio service that enabled Quebecois to represent themselves 

to one another. It also had to do with deliberate government policy to encourage and 

subsidise artistic production. For instance new interest in Quebec's theatre community on 

behalf of ''various government agencies clearly demonstrated that theatre had come of 

age in Quebec.. . as an important and worthwhile element of Quebec's socio-economic 

and cultural development" (Nardocchio, 1986:28). 

The role of artists in cultural representation is not to be underestimated. As 

Dorothy Norman points out, "it is the artist, through his love and dedication, his 

passionate involvement; his courage to acknowledge, encounter and transform what is 



demonic, who brings about our revivification" (1969, 62).  Because they deal in cultural 

currency, artists serve to explore the unknown, to express symbolically that which cannot 

be stated explicitly. This is true of nationalism which is often communicated most 

strongly in the symbolic and mythological language of art. "[Tlhe relationship between 

art and nationalism goes even deeper in Quebec. Artistic creation in this province not 

only reflects political and socio-cultural struggles, it is a part of them. Quebec's national 

identity depends in large degree on her cultural identity" (Nardocchio, 1986: xii). 

The role of artists in the evolution of Quebec nationalism is evident in its history. 

Many people credit painter Paul-Emile Borduas with casting the first stone against the 

decrepitude of the traditional society when he and a group of other Quebecois artists 

wrote the Refics GIobal or Total Refbsal(1948), a manifesto against the stultifying 

influence of the Church, the insularity of society and the narrow-minded provincialism of 

the Traditional society. The Borduas and his comrades demanded a new openness for 

anistic expression. Of particular importance to this discussion, Quebecois chansons, 

songs derived from traditional Quebecois folksongs, became the musical expression of 

the new self-assertive nationalism of the Quiet Revolution. Chansonniers Felix Leclerc 

and Gilles Vigneault were the most prominent musical statesmen and are considered the 

spiritual fathers of Quebecois nationalism. In fact, Vigneault's chanson entitiled "Gens 

du Pays" is considered the unofficial anthem of the independaniiste movement. 

If, as Nardocchio claims? Quebec's national identity depends upon its cultural 

identity, how has that identity been formed, and how has it been expressed in the cultural 

life of Quebec? More specifically, for the interests of this study, how has the 

representation of nationalism evolved through the history of Quebec nationalism? Two 



forms of representation provide insight into this question. The first is the nomenclature 

adopted by the Quebecois themselves, as discussed above. A second illuminating 

instance is the depiction of St. Jean-Baptiste, the patron saint of Quebec, in whose honour 

the Fete Nationale is held each June 24. Jill MacDougall explored the different ways in 

whch the Saint has been portrayed throughout the lstory of the parade, which was 

instituted in 1824. In 1866, St. Jean was represented in the annual parade by a young 

child dressed in a sheepskin and accompanied by a live lamb. "The Petit St. Jran 

embodied a mythical French-Canadian subject, a child abandoned in the wilderness by 

the mPre parrie France]. The lamb was an even more damning symbol of a dutifil ilock 

of sheep. Neither would seem to belong in a demonstration of national self-importance" 

(MacDougall, 1997: 24). The portrayal of the national subject as an innocent child and 

the docile, obedient as embodied by the lamb would enrage later nationalists. 

A century later, in 1969, French-Canadian docility and obedience were but a 

whisper of history. Radical nationalist ferment was at its height. A splintered 

I)td&pendan&iste movement included a small faction that felt little or no reluctance in 

using violence to express and attain their political goals. The theme of the parade 

"Qkbec et sa Vocation Internationale" was reflective of the fact that the parade had 

evolved from an ecclesiastical homage to the patron saint into a celebration and a 

declaration of secular aspirations. During the 1969 parade, demonstrators swarmed over 

the float bearing St-Jean-Baptiste [now a life-size effigy of an adult St-Jean]. The vehicle 

was overturned, decapitating the effigy. This act had great symbolic importance: 

"severing the head of the patron saint, long held as a symbol of subservience, signified 

the shattering of a mythic shell and the ultimate break with an archaic French and 



Catholic nationalism" (MacDougall, 1997: 35.) In one fell swoop, demonstrators were 

able to sigrufy the rejection of the subordination implicit in the French Canadian 

nationalism that was previously embodied in the idealised, cherubic Petit Sf. Jean. 

This discussion has focussed on past incarnations of Quebecois nationalism, and 

the ways in which that nationalism has been represented in the cultural discourse. It could 

be argued that the Quiet Revolution is now complete. Quebec, long insulated from the 

outside world in an effort to preserve its culture, is now a cosmopolitan society, propelled 

by an international economy, and highly integrated into the global society. How does that 

integration affect the ways in which Quebec nationalism is formed and expressed? 

This brief sketch of the historical development of Quebecois nationalism has 

enabled us to understand some of the social and cultural forces at work in the formation 

and development of collective identities, of which nationalism is an example. It has given 

us an opportunity to briefly examine some of the ways in which collective identities, 

specifically nationalism, are formed and expressed in the cultural discourse. Using 

Quebec nationalism as an exemplar, this thesis will examine the ways in which local 

identities are formed and expressed in discourses of globalization, specifically in musical 

discourses. In order to facilitate this research, it will be necessary to establish a 

theoretical framework that will enable us to understand the ways in which identities are 

formed and expressed. The following chapter, chapter 2, will provide such an overview. 

This theoretical overview will also provide a theoretical context in which to understand 

the cultural characteristics of post-modernity, of which globalization can be considered 

an economic, political and social discourse. Having established a theoretical framework 

within which this research study can be situated, the discussion will move on to provide a 



historical framework of the relationship between Quebecois music, particularly la 

chanson, and Quebec nationalism. This will provide a contextual understanding of the 

inter-relationship of the two phenomena. It will also enable us to examine the ways in 

whch some of the theoretical points raised in the literature review are exemplified in 

pragmatic application, and, consequently, will ailow us to establish some points of 

theoretical concern that the ensuing case study and conclusion will seek to address. 



Cha~ter 2: Conceats of Identity in Discourses of Post-modernity and Music. 

Before proceeding into a discussion of the formation and representation of local 

identities in global cultural discourses, specifically as they are exemplified by the 

representation of Quebec nationalism in post-modem music, it is necessary to establish a 

theoretical framework in which the discussion can be placed. To h s  end, this chapter 

will present a thorough review of the literature that is relevant to the concepts addressed 

by this analysis, and on which the analysis will be based. This chapter will start with an 

introductory overview of conceptions of culture. Culture is taken as the starting point for 

this analysis because of its "potential to paste pieces into wholes, enabling nation- 

builders both to see a society as a fabric of complex patterns and to tit a national identity 

upon a population" (Jusdanis, 1995: 3 1). The literature review will then explore ways in 

which culture can be conceptualised and theorised. The discussion will then undertake to 

analyse how identities are formed and expressed in cultural discourse. Finally, this 

chapter will seek to ascertain how local identities are formed and expressed in cultural 

discourses of post-modernism, particularly the discourses of globalization and music. For 

the sake of clarity and ease of comprehension, this chapter has been divided into sub- 

headings that correspond for the most part to the major concepts that will be addressed. 

Culture 

In order to understand collective identities such as nations as cultural phenomena 

- as opposed to strictly political, historical or economic ones - we must first try to 

understand what is meant by culture. Culture is a difficult concept to define: "the term 

culture is multi-discursive; it can be mobilised in a number of different discourses. This 



means that you cannot import a fixed definition into any and every context and expect it 

to make sense" (OYSullivan et al., 1994: 68). Stuart Hall speaks to the dificulties of 

defining culture when he writes that "no single, unproblematic definition is to be found 

here. The concept remains a complex one - a site of convergent interest, rather than a 

logically or conceptually clarified idea" (1  980: 59). Lawrence Grossberg writes that 

"culture is the site of the struggle to define how life is lived and experienced, a struggle 

carried out in the discursive forms available to us" (1986: 66). Because it is conducted 

discursively, culture is communicated symbolically. It is therefore a "realm for the 

contestation of values and a means of introducing national symbols in daily practice.. . it 

[constitutes] identity (language, customs, myths, symbols) as well as the mechanism for 

constituting that identity" (Jusdanis, 1995: 45). The meaning of those symbols is not 

necessarily pre-ordained; rather, they are a site of struggle in which different discursive 

agents try to bestow upon the symbols a preferred meaning which suits the agent's 

discursive purposes or experiences. 

The struggle or contestation of meaning indicates that cultural discourse is often 

concerned with attaining, distributing and maintaining societal power; the ways in which 

culture hnctions can serve as a mechanism of incumbent societal hierarchies. In this 

tradition, Giroux defines culture as " a set of activities which is lived and developed 

through assyrnetrical relations of power"(1984: 478). In Culture and Societv Raymond 

Williams, himself generally concerned with the finctions of culture as an operant of the 

class system in Britain, wrote that "concentrated in the word culmre are questions raised 

by the great historical changes which the changes in industry. democracy and class, in 

their own way, represent and to which the changes in art are a closely related response" 



(1 963 : 16). In these terms, culture can be seen as the intersection and interaction of a 

number of diverse yet inter-related societal forces From history, politics and economics to 

literature, art, music, mythology, and so on. 

Culture may be viewed as the site at which individuals interact with the physical 

and experiential worlds they inhabit; it can be seen as an interface between the objective 

and the subjective realms of the individual's experience. To this end, one can conceive of 

culture as "interwoven with all social practices; and those practices, in turn, as a common 

form of human activity: sensuous human praxis.. .the dialectic between social being and 

social consciousness: neither separable into its distinct poles" (Hall, 1980: 63). By 

positing culture as a multidimensional, multi-level site of human and societal behaviours, 

one can begin to grasp its complexity and ubiquity. It can and must be "understood both 

as a way of life - encompassing ideas, attitudes, languages, practices, institutions, and 

structures of power - and a whole range of cultural practices: artistic forms, texts, canons, 

architecture, mass produced commodities and so forth" (Nelson et al, 1992: 5). Culture 

can thus be considered the amalgam of all the practices by which humans - both 

individually and collectively - attempt to interpret aad communicate their experience in 

the subjective and the objective worlds. 

Cultural Studies 

Having established a general understanding of what is meant by culture, we can 

explore ways in which culture has been andysed. Within the field of Communications, 

among others, the analysis and theorisation of culture has been taken up by Cultural 

Studies scholars. Cultural Studies emerged fiom "a tradition entirely marginal to the 

centres of English academic life and an engagement in the questions of cultural change" 



(Hall, 1990: 12) and represents a broad theoretical attempt to "identify and articulate the 

relations between culture and society" (Nelson et al, 1992: 4). To this end it is 

"committed to the study of the entire range of a society's arts, beliefs, institutions and 

communicative practices" (Nelson et al., 1992: 4). Given the broad scope of culture as a 

site of analysis, Cultural Studies is, by philosophy and by necessity, "an interdisciplinary. 

transdisciplinary, and sometimes counter-disciplinary field" (Nelson et al, 1992: 4). 

Arising as it did from the margins of academia, Cultural Studies has always been, 

at heart, an anti-elitist undertaking. It has arisen in part, as an attempt to "address the 

manifest break-up of traditional culture, . ..to come to terms with the fluidity and the 

undermining effect of the mass media and the emerging mass society"(Hal1, 1990: 12), 

which is to say a society marked by mass production, mass distribution and mass 

consumption of cultural products. Part of the undermining effect of these media was to 

blur traditional lines between 'legitimate' and 'popular' culture that was a consequence of 

the emergence of mass culture. As a result of its anti-elitist origins, Cultural Studies 

repudiates any modernist, Arnoldian assertion of a distinction between 'high' and 'low' 

culture. The post-holdian conception of culture in the mass society is one that 

recognises and acknowledges the active participation in culture by people at all levels of 

society, resulting in a "focus on popular culture, on culture of the people especially in its 

political forms" (Johnson, 1 986: 38). 

Mass culture places individuals as cultural consumers, thereby creating the 

potential for the individual to play an active, determinate role in the cultural cycle by 

deciding how, when and what cultural products to 'consume'. As such, Cultural Studies 

conceives of culture as a reflexive interactive process in which each aspect of the culture 



is influenced by and in turn influences a l l  other aspects of the culture. "Production, 

circulation, and consumption of cultural products.. .each moment depends upon the 

others and is indispensable to the whole. Each however, is distinct and involves 

characteristic changes of form" (Johnson, 1986: 45). No longer is culture removed From 

the grasp of the individual, ensconced behind glass cases and theoretical arcanery. The 

interplay between the productive. distributive and consumptive modes of mass culture 

creates an interdependent reflexivity in which each aspect of the cultural discourse affects 

the others. "Cultural Studies is concerned with the inter-relationships between supposedly 

separate cultural domains, it necessarily interrogates the mutual determination of popular 

belief and other discursive formations" (Nelson et al., 1992: 1 I ) .  This concept of 

reflexivity repudiates the notion of culture as a binary construction in which the 

consumers of 'high' culture were viewed as active and consumers of 'low' culture were 

viewed as passive. Instead, it places individual as active cultural agents who reflexively 

interact with the cultural discourse in a relationship of mutual influence. 

The conception of culture as a reflexive interaction is a pivotal tenet of Cultural 

Studies, panicularly in discussion of identity formation, because it allows individual 

cultural agents an active role in the formation of identity. Early Cultural Studies theorists, 

such as Raymond Williams, were heavily influenced by structuralist thinking that 

conceived of cultural discourse - particularly the creation of meaning, identity and power 

- as being economically determined, especially by the means of production. The 

structuralist influence resulted in the conceptualisation of culture as a ''naturalisation of 

particular social practices and relations with particular structures of meaning . . . [which] 

have already been defined and seem inevitable" (Grossberg, 1986: 67). The structuralist 



influence positioned cultural discourse as immutable and inescapable. Importantly, this 

structuralist determinism removed the individual as an active cultural agent. 

This conception was radically challenged by the post-structuralist shift which 

argued that meaning is not essentially endowed in the cultural product or signifier but is 

always contingent, negotiated and highly subjective. "There is no concept which is not 

embroiled in an open-ended play of signification, shot through with the traces and 

fragments of other ideas" (Eagleton, 1983: 13 1). The structuralist notion of a text that is 

somehow holding a predetermined, essential meaning was therefore refuted. According to 

post-structuralist thnking, "the accredited notion of a single origin or end is replaced - or 

rather displaced - by a dissemination of multiple meaning" (Kearney, 1992: 582). This 

theoretical shift required a crucial "expansion OF the notion of text and textuality, both as 

a source of meaning and that which escapes and postpones meaning; [a] recognition of 

the heterogeneity, of the multiplicity of meanings . . .the acknowledgement of textuality 

and cultural power of representation itself as a site of power and regulation" (Hall, 1992: 

283). Meaning cannot, therefore, be said to lie solely in the text. As a result, "a text does 

not offer a transparent surface upon or through which we may discern its meaning in 

some non-textual origin, as if it had been deposited there, once and for all, at the moment 

of its origin" (Grossberg, 1986: 65). 

The post-structuralist shift forced cultural theorists to reconsider the ways in 

which cultural objects conveyed meaning. If, as Grossberg continues, "the meaning is not 

in the text itself but is the active product of the text's social articulation, of the web of 

connotations and codes into which it is inserted" (1986:66), the question is raised as to 

how meaning is produced in cultural discourse: wherein does it lie if not in the cultural 



text itself? Cultural Studies responded to this query by theorising the active role of the 

subject, in conjunction with the text, in the formation of meaning. Meaning is not thrust 

upon the subject as a result of a pre-ordained determination; rather, subjects are perceived 

to interact with cultural producers and cultural objects to negotiate meaning. 

It can be seen then that post-structuralism allowed Culturai Studies theorists to 

posit the subject as an active agent in the creation of meaning. This shift has important 

consequences for this research endeavour because, as we shall see, identities are formed 

through the creation of meaning within cultural discourse. The post-structuralist 

reconceptualisation of meaning forced a subsequent reconceptualisation of the ways in 

which cultural discourses are structured, the role of the individual within discursive 

formations, and the ways in which individual identities and collective identities are 

formed. By extension, this has had a major influence on our understanding of the 

formation and expression of nationalism, as we shall see later in this literature review. 

The post-structuralist emphasis on subjectivity effectively opened up space in the 

cultural discourse for the active agency of an individual who is conscious, knowing and 

active in the interpretation of cultural texts. Subjective meanings are perceived to be 

"produced, not given, and are therefore the objects of inquiry, not the premises or starting 

points" (Johnson, 1986: 44). In other words, the interpretation or reading of a text can no 

longer be taken for granted or assumed to lie within the text itself, but within the 

subject's interaction with the text. With this shift, a primary objective of Cultural Studies 

has become to "abstract, describe and reconstitute in concrete studies, the social forms 

through which human beings live, become conscious and sustain themselves 

subjectively" (Johnson, 1986: 45). Thus, the focal point of Cultural Studies inquiry is 



neither the cultural text itself nor the subject but the interaction between the two within 

the broader cultural context in which that interaction takes place, and the ways in which 

that interaction is used to negotiate meaning. 

The context in which cultural interaction takes place thus becomes paramount. In 

part, recognition of the importance of context motivates Cultural Studies' anti-elitist 

approach to culture and its concern with culture as it operates in the real world. To 

examine a cultural text form outside of its context is to deprive the text of crucial spatial 

and temporal determinants that shape its formation, expression, reception and 

interpretation. The emphasis on the contextual interaction of cultural agents speaks to the 

interdiscursive nature of cultural interaction, and lends primacy to the incorporation of 

context into cultural analyses. As h s  discussion proceeds, the Cultural Studies emphasis 

on the role of context in cultural discourse will better enable us to understand how 

subjective meaning is negotiated between a variety of discursive agents and determinates. 

This will, in turn, better position us to examine the formations and expression of local 

identities within cultural discourses of post-modernity, specifically those of globalization 

and music. 

Identity 

By helping us to better understand the creation of meaning, the consideration of 

contextual influence hrther enables us to realise how subjective identities are formed. 

Identity can be loosely defined as a sense of self It is gained through one's experiences 

and interactions with other agents in cultural discourse. In this regard, identity is "an 

account of oneself and others in a relationship of reciprocity and mutual recognition" 

(Letourneau, 1995: 1041). Identity can be seen as the perception the subject has about his 



or her self based on their placement in the cultural discourse, particularly in relation to 

others in the society. It is "how we constitute, perceive, interpret and present ourself to 

ourselves and to others" (Kellner, 1995 : 23 3). 

Post-structuralism has had a profound effect on the way cultural theorists view 

identity. Post-structuralism "launched an attack on the very notions of the subject and 

identity, claiming that subjective identity is itself a myth. a construct of lmguage and 

society, an overdetermined illusion that one is redly a substantial subject, that one really 

has a fixed identity" (Kellner, 1995: 233). The multiplicity or fragmentation of meaning 

that the post-structuralist shift engendered precludes the assertion of a single, essential 

subjective identity. The notion of "an integral, originary and unified identity" (Hall. 

1996: 1) has been rendered inadequate and invalid. Contrary to structuralist notions, 

identity can be seen not as an essential characteristic but as a discursive construction. 

Identity is not determined solely by external, structural agents such as economic or 

production determinants, although it must be acknowledged that as discursive agents they 

do play a role in identity formation. Instead, it is "in the attempt to re-articulate the 

relationship between subjects and discursive practices that the question of identity recurs" 

(Hall, 1996: 2). The notion of 're-articulation' implies that identity is a site of continual 

contestation, it is always contingent, never final or unchanging but dependent upon the 

spatial, temporal and discursive contexts within which it is constituted. 

Cultural discourse thus becomes a primary site for the struggle over 

representation of individuals and groups. Because identity is contested within the 

discursive context, the ways in which subjects are represented within the discourse 

becomes contentious: "it is not 'who we are' or 'where we are from', so much as what we 



might become, how we have been represented and how that bears on how we might 

represent ourselves. Identities are therefore constituted within, not outside, 

representation7' (Hall, 1996: 4). Because identity is seen as a site of contestation, of a 

fbndarnental discursive power struggle, the representation of individuals and collectives 

takes on new importance. This has been particularly evident in the work of feminist and 

race theorists, who have come to understand the importance of representation of 

marginalised groups within the cultural discourse. "Struggles over identity no longer 

involve questions of adequacy or distortion, but of the politics of representation.. . [which] 
t 

politics involves questioning how identities are produced and taken up through practices 

of representation" (Grossberg, 1996:90). Subjective representation is central to the 

formation of identities. 

The same factors that influence the construction of individual identity are at work 

in the formation of collective identities. A collective identity is formed within the cultural 

discourse, by a group of individuals who are bound by some degree of shared perception 

or experience. A collective identity is formed through a "given narrative in which a 

community of communication recognises itself.. . a group of people who participate.. .in 

an interaction which co-ordinates their projects in accordance with their shared 

perception of the world" (Letourneau, 1995: 1041). The criterion of shared perception is 

important for two reasons: firstly, it reinforces the role of the collective subject or 

subjects in mutual determination of identity, and secondly, it places cultural discourse as 

the site upon which collective identities are constructed. A collectivity such as a nation 

therefore "depends on connection and linking functions, because it is often characterised 



as one unit of people bonded by a variety of shared circumstances - interests, traditions, 

commitments" (Sampedro, 1988: 128). 

Collective identities are no more singular, originary or unified than individual 

identities. Lawrence Grossberg asserts that "identities are always relational and 

incomplete, in process. Any identity depends upon its difference from, its negation of 

some other term, even as the identity of the latter term depends upon its difference from, 

its negation of. the former" (Grossberg, 1989:89). Thus collective identity, like individual 

identity, is placed in constant flux by the cultural forces without and the subjective forces 

within. Given the heterogeneity of many groups and the continual flux of collective 

identity, it is often easier to define a collectivity by what it is not rather than by what it is. 

A collectivity, particularly that of a nation, is thus often defined by " its traditions and 

[how it has] learned how to protect itself from outside influences so as to preserve its 

specificity" (Letourneau, 1995 : 104 1). Consequently, collectivities have the same 

reflexive interaction with the cultural discourse as a whole: the symbolic exchange by 

which collectivities are formed and expressed has the potential to influence other aspects 

of the cultural discourse, which in turn re-influences the identity of the collective. 

kIusic 

As we shall see, many of the Cultural Studies conceptions of culture - contextual 

determination, contingency of meaning, reflexivity, and subjective agency -are 

exemplified in the cultural form of music.Uatil now, music has constituted a relatively 

minor focus of Communications Studies; however, as the role of music in cultural 

discourse has become more apparent, it has become an increasingly important part of 

cornrnunications scholarship. Music is one of the most p o w e m  and pervasive cultural 



forms in mass society: "whatever its sound and meaning, music originates and resides in 

the social and cultural worlds of people. The composition and performance (live or 

recorded) of music is communicative activity that is highly valued in all societies" (Lull, 

1987: 1 I). Cultural analysts have long "insisted on the actual power of music, as a 

socially constructed symbolic discourse. to shape other socially constructed discourses 

such as those of politics, history, and identity" (Gerstin, 1998: 3 55). Central to the study 

of music as a cultural form are the ways in which meaning is created as an active 

interaction between the audience and the musical text. 

It is necessary to take a moment to clarify a couple of central terms that arise in 

the discussion of music. There is ofken contention over the t e n s  used to describe popular 

music, particularly in the age of rock and roll. folk, and other related but somewhat 

dissimilar musical styles. Some analysts use the terms rock and pop to distinguish 

between modes of production and distribution. However, for the sake of this research 

endeavour, the stylistic fine points will not be differentiated; rather, the terms popular 

music and rock will, for the sake of convenience, be used to describe all music - 

including rap, hip-hop, etc.- that is generally a "mass-produced, mass-consumed 

commodity" (Frith, 198 1 : 159). That is, 'pop' and 'rock' will be used interchangeably to 

refer to "music conceived in and for a mass media context, with a group of electrified 

instruments, vocal song and lyrics, and identifiable artists with carefilly constructed 

personae, images and cultural identities" (Fornas, 1995: 1 13). 

Music provides a good example of the active role of the subject witlun cultural 

discourses. "The finctions of music in any culture are integrated into the fhdamental 

social operations of its people and these circumstances vary from culture to culture. 



Nonetheless, listeners create imaginative personal and social uses of music in all cultural 

contexts'' (Lull, 1987: 141). The active role of listeners in music consumption reinforces 

the post-structuralist repudiation of essentially endowed textual meaning. The idea that 

the meanings and values of music are somehow intrinsic to music's sounds becomes "a 

problem for cultural theorists because this seems to imply that music's meanings, as 

social constructs, are non-negotiable.. .if the meaning and value of music are not located 

in the materials of the musics themselves, then the only alternative is to locate them 

within the contradictory discourses through which people make sense of and assign value 

to music" (Shepherd, 1 994: 1 34-3 5). Musical audiences act in conjunction with the text 

and other discursive agents - including the artist, the record companies, the media and the 

musical text itself - to form subjective meaning. "While the meaning and values of music 

are not intrinsic to music's sounds - they are intrinsic to the individuals who invest them 

in the sounds - music's sounds are nonetheless heavily implicated in the construction and 

investment of those meanings and values" (Shepherd, 1994: 135). Thus, meaning is the 

result of an active negotiation between listener and musical text, a negotiation that is 

conducted through the act of listening. 

As with all cultural forms, music is produced and consumed at the intersection of 

private and public practices. As such music can be seen as highly context-dependent for 

its sense of meaning and value. "The value of particular pieces of music can only be 

understood by reference to the discourses which give the value terms their concerned 

meaning. Arguments about music are less about the qualities of the music itself than 

about how to place it, about what it is in the music that is actually to be assessed" (Frith, 

1990: 96 - 97). Thus, in order to understand how meaning is derived fiom the musical 



text it is necessaqj to understand the socio-temporal context within which it is produced 

and consumed. In this way, one can better understand how the discourse within which the 

music operates "creates the conditions within which the listener can be a conscious 

subject" (Cubitt, 1984: 223), thereby enabling the subject the means by which to 

negotiate meaning. 

The commodification of cultural products such as music bas changed the way 

scholars view culture. The commodification of music as a cultural form raises important 

questions about meaning, particularly about "the politics of representation, about who 

speaks on whose behalf' (McRobbie, 1995: 323). This question speaks directly to the 

concept of authenticity in music. The concept of authenticity is central to discussions 

about subjectivity, meaning and identity because it speaks to the validity, strength and 

integrity of the relationship between the artist, the music and the community of listeners. 

"The ideology of authenticity describes an emotional commitment in which the listener 

can participate" (Cubitt, 1984: 2 12). Authenticity attempts to address the degree to which 

meaning can be ascribed to a musical text, the faith with which the listener can believe 

that what the artist is appearing to say can in fact be taken as his or her intended meaning. 

Simon Frith says of authenticity that "what is being described by implication is not how 

something [is] actually produced but a more inchoate feature of the music itself, a 

perceived quality of sincerity and commitment" (1996: 7 1). 

Authentic music "depends upon its ability to articulate private but common 

desires, feelings, and experiences into a shared public language. It demands that the 

performer have a real relation to his or her audience - based on their common 

experience" (Grossberg, 1992: 207). Authenticity is intersubjectively created by the artist 



and the listener and is negotiated through the musical text. That is to say that 

"authenticity can be heard in the music, yet is an effect not just of the music itself but of 

the prior musical and extra-musical knowledge and beliefs" of the audience (Auslander, 

1998: 4). Therefore authenticity can be seen as a highly context-dependent and negotiated 

concept. It can be seen as a discursive phenomenon, one that is determined by all agents 

of the discourse: the artist, the audience, and the means of production and distribution. By 

themselves, the sounds of the music convey nothing in the way of authenticity, "they can 

only be authentic to the particular moment of meaning construction in which they are 

implicated" (Shepherd, 1994: 13 5). Authenticity is a particularly important concept in the 

discussion of the creation of meaning because it speaks to the validity that the tern has for 

the audience and, as such, speaks to the ability of the subject to negotiate meaning with 

the artist and the text. 

In mass society, authenticity becomes much more contentious given the potential 

intrusion upon these relationships by such factors as technological means of production, 

the commodification of the cultural product and the physical and temporal separation 

between the act of performance and the act of listening. It has been argued by some that 

commodified systems of music production and distribution jeopardise the intersubjective 

realisation of authenticity by distancing the artist and the audience temporally and 

spacially, and by commodifying the musical text. However, Tetzlaff counters that "this 

argument is production oriented and highly deterministic. It assumes that the role of 

musicians is absolutely fixed by their location with the systems of publicity.. .by the 

cultural industry to promote mass consumption'' (1994: 99). In other words, it discounts 

the role of all three of the principle determinants of authenticity that have been referred to 



here: the artist, the music and the audience. In light of this, the economic determinism 

implied by arguments against the authenticity of commodified music fails to distinguish 

between "music that is sold as a commodity and music that is created as a commodity" 

( T e a l s ,  1994: 1 1 1). 

Authenticity is an important consideration in the discussion of formation and 

expression of identity because it speaks to how subjective representations in music are 

intended and received. As a cultural form, music has the potential to play an important 

role in the discursive formation of subjective identity, as such "the issue is not how a 

particular piece of music or performance reflects the people, but how it produces them, 

how it creates and constructs an experience.. . that we can only make sense of by taking 

on both a subjective and a collective identity" (Frith, 1996a: 109). While the music one 

listens to has the potential to place the individual w i t h  the cultural discourse, the 

individual's choice of music, and the meaning he or she infers from it, is an expression of 

their self-perception and thus a manner by which he or she can assert their place in the 

discourse. Musical discourse plays a determinate role in the formation of identity by 

'interpellating' or calling individuals who recognise in the music characteristics that they 

ideally believe to be associated with themselves. Music attracts listeners by appealing to 

concepts such as fantasy, ideals and self-worth: "identity is aiways already an ideal, what 

we would like to be, not what we are.. .but if musical identity is, then, always fantastic, 

idealising not just oneself, but also the social world one inhabits, it is, secondly, always 

also real, enacted in musical activities'' (Frith, 1996a: 123). 

Music plays a central role in the formation of collective identity by tapping into 

the individual's sense of communal belonging or by communicating shared experiences 



or perceptions of the world. "The myth of community remains central to all the 

arguments about [music's] cultural significance.. . the music is not made by a community, 

but provides particular sorts of community experience" (Frith, 198 1 : 164). Thus music 

can serve as the site of intersection between individual and collective identities; it 

"describes the social in the individual and the individual in the social.. .The experience of 

identity describes both a social process, a form of interaction and an aesthetic process" 

(Frith, 1996a: 109- 1 10). Ofien, the consumption of music itself is the central shared 

experience that forms the basis of the community. The act of musical consumption can be 

an intensely personal act, but one that can take place within a community: "Music is a 

source of both an emotionally intensified sense of self (as artists are heard to articulate 

their listener's private fears and feelings) and coilective excitement" (Frith, 198 1 : 167). it 

facilitates the formation and expression of one's affiliation with and allegiance to a 

cultural community. The individual need for belonging within a collective community is 

hndamental to the process of music consumption. "There are lots of examples of how 

people long for and occasionally seek constructed collective experiences, on dance floors, 

in rave parties or at giant gigs" (Fomas, 1995: 1 17). Often music serves as the sole shared 

experience which binds an otherwise unrelated group. In such a case, music can become 

the site of convergence upon which the human need for communal experience is fulfilled. 

Music plays a central part in the bonding of communities and in the incorporation 

of individuals into the community through the creation and communication of shared 

symbolic meaning and experience. "Music seems a key to identity because it offers, so 

intensely, a sense of both self and others of the subjective in the collective" (Frith, 1996a: 

110). Collectives will often gather to sing or to listen to music either formally, as in 



collective rituals, or informally. Identity, both of the self and as a member of the 

collective, and of the collective community itself, "is necessarily a matter of ritual, it 

describes one's place in a dramatised pattern of relationships - one can never really 

express oneself autonomously" (Frith, 1996a: 125). In these situations the community 

defines their communal activity by the value that the musical experience holds for them. 

b ' ~ ~ u s i c  is a significant symbol which can be manipulated in the creation and contestation 

of nationhood and identity.. .when it is composed and performed by specific people in 

ways which say who 'we' are" (Diamond, 1991: 16). As the following chapter will 

exemplify, music can be a powerfully evocative cultural expression, particularly when it 

is used to invoke or create a sense of collectivity such as nationalism. 

Post-modernism 

Having established some of the theoretical underpinnings which characterise the 

study of culture, particularly - for our purposes - in regards to the role of music in 

cultural discourse, we will now turn our attention to a more specific type culture: that of 

post-modernism. In doing so, we will provide this discussion with an understanding of 

the cultural context in which contemporary culture and music can be analysed. As we 

have attempted to do thus far, we will undertake to show how meaning is created in post- 

modernity and what role post-modem conceptions of culture and discourse have on the 

formation and expression of identity. We will then focus the analysis on post-modem 

music, on how it reflects the general post-modern aesthetic and what role it plays in the 

formation and expression of identity. Finally, we will focus on some societal 

manifestations of post-modernity - namely globalization - and try to establish what 



effects, if any, they have had on the formation and expression of collective identities, 

particularly that of Quebecois nationalism. 

Many of the theoretical underpinnings of Cultural Studies have been influenced 

by socio-cultural characteristics that distinguish the epoch known as post-modemism. 

"No one exactly agrees as to what is meant by the term except, perhaps, that 'post- 

modernism' represents some kind of reaction to, or departure from, 'modernism'. Since 

the meaning of modernism is also very confused, the reaction to or departure known as 

'post-modernism' is doubly so" (Harvey, 1989: 7). Harvey continues say that "modernist 

sentiments may have been undermined, deconstructed, surpassed or bypassed, but there is 

little certitude as to the coherence or meanings of the systems of thought that may have 

replaced them" (1989: 42). However, certain societal and theoretical characteristics can 

be attributed to what is referred to as post-modemism. Cultural theorist Andreas Huyssen 

believes that post-modemism is marked by: 

1) a temporal imagination which display[s] a powefil sense of the fbture 
and of rupture and discontinuity; 

2) an iconoclastic attempt to undermine, attack and transform the 
bourgeois institution art and its idea of autonomy.. .an attack on the 
highness of high art and on art's separateness from everyday life; 

3) technological optimism [and]; 
4) a vigorous, though.. . largely uncritical attempt to validate popular 

culture as a challenge to the canon of high art.. . it is precisely the 
assertion of minority cultures and their emergence into public 
consciousness which has undermined the modernist belief that high and 
low culture have to be categorically kept apart (1986: 20-23). 

In keeping with this attempt to validate the popular culture, the prevailing artistic forms 

of post-modernity are those known as pop art, which can briefly be described as 

consisting primarily of cultural products that are mass produced, mass distributed and 

mass consumed and that are generally not perceived to have high, durable aesthetic value. 



The post-structuralist fragmentation and multiplicity that bas been discussed in 

this chapter has had a profound influence on post-modern culture. "Among the 

characteristics of post-modernist thinking is a refusal of the 'totalising' or 'essentialist' 

tendencies of earlier theoretical systems, especially classic Marxism, with their claims to 

referential truth, scientificity, and belief in progress7' (0' Sullivan et al., 1994: 234). The 

post-structuralist emphasis on the contingency of meaning, which heavily influences 

post-modernity, renders the single utlifying 'truth' of meta-narratives moot. Post- 

modernism attacks "any notion that there might be a meta-language, meta-narrative or 

meta-theory through which all things can be connected or represented. Universal truths, if 

they exist at all, can not be specified" (Harvey, 1989: 44-45). Whereas the modernistic 

notion of singular, univocal metanarratives created a discourse that was closed off by its 

singular nature, the fragmented post-modern discourse is characterised by an openness 

that invites a multitude of diverse voices and perspectives. As a result, post-modemism 

allows "close attention to 'other worlds' and 'other voices' that have for too long been 

silenced (women, gays, blacks, colonised people with their own history)" (Harvey, 1989: 

42). By destabilising meaning and decentring the subject, post-structuralism issued an 

open invitation for previously excluded groups to join in the societal conversation. 

Consequently, the post-modem discourse has become a chorus of voices, representat ions 

and stories. 

The contingency of meaning and multiplicity of post-modernity has created an 

emphasis on relativity rather than absolutes. Conceptions previously viewed as 

definitively stable and immutable have been forced into reassessment. As Huyssen's 

typology of post-modernity indicated, one such conception is time. Whereas modernity 



conceived of time as linear and sequential, post-modernity conceives of time as subject to 

the same relativity as dl 'truths'. The post-modem multiplicity of meaning thus 

"transforms the linear model of historical time into a series of multiple perspectives . . . [so 

that] an absolute consensus is resisted by the post-modem preference for an open-ended 

process of differentiation" (Kearney, 1992: 5 85). This conception repudiates the 

possibility of any singular telling of history, and recognises that history is a patchwork of 

diverse experiences. "If history depends upon a rational narrative which gets people from 

the past to the present (and, one hopes, to a future), it does seem that history is no longer 

available" (Grossberg, 1 992: 2 10). One result of this conception is that cultural histories 

and mythologies can become sites of contestation as different groups struggle to represent 

their experiences in the cultural discourse. 

The post-modem emphasis on contingency, multiplicity and relativity creates a 

ritgeisl in which depth of meaning is sacrificed for diversity of experience. The "loss of 

temporality is a parallel loss of depth.. .the depthlessness of much contemporary cultural 

production, its fixation with appearances, surfaces, and instant impacts that have no 

sustaining interests over time" is characteristic of post-modernity (Harvey, 1958: 58). 

The result is to reinforce the ephemerality of textual meaning that post-structuralism had 

already put forth. Meaning is transitory. A meaning that is negotiated with a text in one 

instance may or may not be drawn from it in another instance. Meaning is not carried 

through time protected by a definitive, uncontested history; rather, it is carried on the 

back of time, subject to the cultural elements through which it is transported. 

It is important to state that the post-modem repudiation of temporal linearity has 

not been absolute. Despite the assertion of the contingency of meaning and the ensuing 



fracture of time, the post-modem text is not completely drained of the meaning of its 

prior iterations. In keeping with post-structuralist thinking, the meaning that is negotiated 

by a subject is based on meanings that have been drawn fiom precedent iterations of that 

signifier, or others like it. Prior meanings echo in the text, informing its present iteration 

despite the fact that the meaning alters somewhat with each articulation. A textual 

signifier does not stand alone, isolated in space or time: it is not simply "one classic or 

radically new production, but rather the assemblage of all its incarnations and 

appropriations.. . it can never start fiom zero again" (Collins, 1987: 24). Previous 

iterations provide an epistemological foundation upon which subsequent meanings can be 

based. 

The post-modem aesthetic has been influenced by all of these factors: the 

fragmentation of time, the contingency of meaning and the ensuing the lack of depth. 

Featherstone states that the post-modem aesthetic is characterised by an "effacement of 

the boundary between art and everyday life, the collapse of the heirarchical distinction 

between high and mass/popular culture; a stylistic promiscuity favouring eclecticism and 

the mixing of codes; parody, pastiche, irony, plafilness and the celebration of the 

surface 'depthlessness' of culture, the decline of originality1 genius of the artistic 

producer and the assumption that art can only be repetitious" (1988: 203). 

Peter Manuel describes a post-modemist aesthetic marked by "ahistoricity, 

playful depthlessness and ironic detachment of contemporary art.. . pastiche, especially 

involving the combination aod juxtaposition of elements from disparate discourses and 

subjectivities; ~e~referentiality and intertextuaiity, calling attention to the artificiality of 

the medium" (1 995: 229). This 'pastiche' ties into the concept of brzcoiage, a cultural 



borrowing and pasting together of diverse, previously unrelated components. Pastiche is a 

means of re-appropriation and recombination of extant texts to create a new cultural text 

with new significance. "It is on the level of commodified mass culture that the most 

popular, and often most profound, acts of bricolage take place" (Lipsitz, 1993 : 3 52). 

The post-modern aesthetic is also characterised by a sense of playfulness, a 

deliberate, self-conscious effort to avoid earnestness. ''Play becomes a n~ultipurpose 

metaphor for the post-modemist.. .triumph of style (surface) over content (depth) in the 

autonomous 'play' of signifiers disassociated from their referents" (Durn, 1 99 1 : 1 1 9). 

This play can be seen as a consequence of the depthlessness and ephemerality that 

characterises the post-modem aesthetic, it is an aesthetic that refuses to take itself 

seriously: after ail, if meaning is transitory, what sense is there in investing a cultural 

product with sincerity or earnestness? One consequence of this plafil depthiessness then 

is that post-modernism is often voiced in tones of distant, insincere irony. 

The ephemerality of meaning of post-modernity is "increasingly inflected through 

an ovenvhelming sense of irony.. .as the failure of a specific historical ideology now 

signals the impossibility of any ideology"(Grossberg, 1992: 209). There arises a 

consciously implemented strategy to avoid the commitment of affect or feelings, one 

caused by the knowledge that emotional attachment might only be made to an object or 

phemonena whose meaning will soon shift. The ironic stance of much post-modern 

culture is expressed through "a strategy defined by ambivalence and 

irreverence.. .becoming an object is one way of resisting the constant demand to reaffirm 

one's subjectivity" (Grossberg, 1992: 2 L 7). The post-modem proclivity for pastiche mean 

that traditional genre distinctions are now obsolete. Genre-bending has long been a 



mainstay of musical innovation, but it is particularly evident in the post-modem musical 

discourse that insists that "genres are not fixed essences that can evaporate" (Fornas, 

1 995 : 1 1 8) but are permeable membranes that shape and constrain musical styles, but that 

allow the intermingling and interbreeding of different styles. 

Many of the characteristics of the post-modern aesthetic are evident in the musical 

form known as rap or hip-hop. -4though these two terms are often used interchangeably, 

they are not analogous: rap is the musical form of the highly urban, African-American 

culture known as hip-hop which emerged in the inner cities of America in the late 1970s 

and 1980s. Rap music embodies many of the aesthetic qualities that characterise post- 

modem cultural forms, particularly "recycling appropriation rather than unique 

originative creation, the eclectic mixing of styles, the enthusiastic embracing of the new 

technology and mass culture.. .and an emphasis on the localized and temporal rather than 

the putatively universal and eternal" (Shusterman, 199 L : 6 14). In this respect, rap or hip- 

hop can be considered a typically post-modem music form. It is a "post-modem popular 

art which challenges some of our most deeply entrenched aesthetic conventions, 

conventions which are common not only to modernism as an artistic style and ideology 

but to the philosophical doctrine of modernity and its differentiation of cultural spheres" 

(S husterman, 199 1 : 6 14). 

Rap music is characterised primarily by the musicai borrowing known as 

'sampling', in which previously recorded musical snippets are appropriated From their 

original texts and are re-presented in combination with other previously recorded snippets 

to create a musical pastiche or bricolage. "Artistic appropriation is the historical source 

of hip-hop music and still remains the core of its technique and a central feature of its 



aesthetic form and message" (Shusterman, 199 1 : 6 14). This form of musical composition 

reinforces the post-modern ephemerality of meaning, as texts are appropriated from the 

context in which they were initially constructed as somehow rneaningfiil and are placed 

into entirely different contexts to construct a new meaning. Such appropriations "in 

classic post-modern self-referential fashion, call attention to the artificiality of the 

recorded medium and introduce an element of irony and joztissa~~cr" (Manuel, 1 995 : 

232).This musical cutting and pasting is achieved by skillful manipulation of turn-tables 

and a mixer, a mechanism which allows the DJ (derived eom the term Disk Jockey) to 

switch back and forth between two turntables, thereby allowing the intenveaving of two 

previously distinct and separate musical texts. In this regard, rap music displays the 

'technological optimism' that Huyssen attributed to post-modernity. "The DJ is 

intimately wedded to hisher equipment. Together they form a symbiotic relationship in 

which it is hoped that the DJ is the dominant partner" (Abrams, 1995: 9). Rather than 

viewing technology as excluding human intervention, interaction and expression, rap 

music represents the acceptance of technology, along with the implicit acknowledgment 

of the creative tyeedom that it offers the artists. 

As the DJ creates a cut-and-paste music, the MC (derived from Master of 

Ceremonies) provides the lyrical content, generally consisting of a heavily syncopated 

rhymed speech or chant. "Layering is then achieved by the hsing of multiple lyrics, 

sounds, and beats, which the rapper and DJ lay down on top of the original break or 

bassline" (Abrams, 1995: 15). Rappers frequently adopt stage personas that are based on 

tough, street-wise posturing; the lyrical content often consists of self-aggrandising 

bragaddacio boasting of the rapper's musical ability, sexual prowess or material wealth. 



This style reflects the oral tradition from which rap arose. "Rappers constantly invoke the 

black oral traditions of dielllfvmg, boasting, toasting, the dozens and poetry" (Abrams, 

1995: 14). But often woven into the seemingly juvenile bragging are pointed social 

messages. "Informed and sympathetic close reading will reveal in many rap songs not 

only the cleverly potent vernacular expression of keen insights but also forms of 

linguistic subtlety and multiple levels of meaning" (S hunermaq 199 1 : 6 1 5 ) .  

The expression of local identities and community membership is very important 

in rap lyrics. Rap artists tend to "consciously and explicitly claim to speak for their 

communities.. .it is fiercely localised" (Abrams, 1995: 1). This may reflect rap's roots in 

the urban street culture of the United States, in which break-dancing - the form of dance 

most closely associated with hip-hop culture - was used as a means of inter- 

neighbourhood competition. "Rap artists chronicle the cultural life of their community by 

drawing upon slang, dress styles, wall murals, graffitti, and other customs for their 

inspiration and ideas. Rappers are also firmly rooted in their communities. There are 

constant references to specific towns (Philadelphia, New York, Los Angeles) as well as 

specific neighbourhoods (Harlem, Compton, Brooklyn, Long Island)" (Abrams, 1995: 3).  

By sampling the work of other artists and re-presenting it as their own, rap 

performers consciously flaunt the instability of meaning, defylng their audiences to 

uncover a real lasting 'message' in the music. "The sampled passages function as 

simulacra, as fiee-floating s i m e r s  to be enjoyed for their very meaninglessness, their 

obvious artificiality, in a characteristically post-modem exhilaration of surfaces7' 

(Manuel, 1995: 233). The eclectic re-appropriation of musical text, the often fiagrnented 

presentation of the stage persona and the rapid-fire polysemy of wordplay which 



constitute rap music give it a sense of fleeting ephemerality which creates a potential 

crisis of authenticity. 

If the artists are deliberately obscuring their intended meaning, does this imply 

that they rehte the conception of authenticity? Is the concept of authenticity moot in a 

discourse in which all meaning is transitory? Grossberg states that the role of authenticity 

in the post-modem is exactly to confirm the ephemerality nature of meaning: "The 

sensibility of post-modernism defines a logic of 'ironic nihilism' or 'authentic 

inauthenticity' . . .[that] starts by assuming a distance from the other which allows it to 

refuse any claim or demand which might be made on it. This 'hip' attitude is an ironic 

nihilism in which distance is offered as the only reasonable relation to a reality which is 

no longer possible" (1992: 225). Post-modem music therefore gains authenticity by 

affirming a prim? the "collapse of conventional categories of signification and meaning 

and a dissolution of established foundations of knowledge" (Dunn, 199 1 : 1 I 1)  that render 

meaning ephemeral. It then proceeds to construct the potential for negotiation of a 

meaning that gains its resonance by its rehsal to consider itself an absolute statement of 

verity. 

By admitting its own epistemological impermanence, the post-modem musical 

text implicitly acknowledges the determinate role of the subject in meaning construction. 

Within the multiplicitous post-modern discourse "the activity ojthe subject is as 

important as the activity on the subject, whereas previous conceptions have emphasised 

only the latter. Due to the bombardment of conflicting messages the individual must be 

engaged in processes of selection and arrangement" (Collins, 1987: 25). Collins' image 

of cultural discourse as a bombardment of messages is particularly salient: the pastiche 



that creates the musical foundation for rap is frequently derived from stylistically 

divergent texts. The rapidity of the musical cutting and pasting combined with the 

originary eclecticism can create a sonic maelstrom, one that can easily overwhelm the 

audience's sensibilities. The sheer volume of texts to which audiences are exposed in the 

mass society gives subjects a choice of which texts to acknowledge and which ones to 

ignore: "the media consumer is an active, deciding party who chooses the messages 

which suit him [sic] and which he himself finds significant.. .the mass media are not 

trying to manipulate consumers with their 'texts'; rather, consumers 'read' these 'texts' in 

an active and idiosyncratic way" (De Meyer, 1996: 13 1). It can be argued in fact, that by 

providing the audience with such a quantity of messages the mass cultural discourse 

actually enhances subjective determination by increasing the number of texts with which 

to construct or negotiate meaning. 

With a multitude of texts and potential meanings available to them, subjects are 

free to define their own space within the cultural discourse and in doing so to play a 

determinate role in the formation of identity: "in the competitive interpellation the subject 

is seldom answering one uniform 'call', but rather being hailed by multiple, competing 

messages all issued simultaneously" (Harvey, 1989: 24). The multiplicity of subjective 

meanings offers new opportunities for subjects to 'reinvent' themselves, to develop new 

identities or to maintain numerous identities. Post-modernism provides "a series of stages 

upon which individuals could work their own distinctive magic while performing a 

multiplicity of roles" (Harvey, 1989: 5). This creates the potential for a considerable 

heterogeneity within the post-modern cultural discourse, one that presents a vast number 

of potential worldviews to circulate concurrently. 



GIo balization 

We have now established a sufficient understanding of the characteristics of post- 

modernity to proceed with this discussion. In order to further investigate the formation 

and expression of collective identities - specifically that of Quebecois nationalism - in 

post-modernity, it is necessary to examine the societal and cultural contexts within which 

those activities take place. Globalization can be seen as the socio-political, economic 

discourse of post-modernism. It refers to "that whole complex of flows and processes 

which have increasingly transcended national boundaries in the last twenty years" 

(O'Sullivan et al., 1994: 130). 

Whereas post-modem cultural discourse is characterised by the potential for 

heterogeneity, economical and political post-modem discourse are marked by the 

potentially homogenising effects of globalization. Globalization is marked by intense 

capitalism, a global free market, rapid movement of capital and goods, the geographic 

separation of the means of capital, production, distribution and consumption, the rise of 

international regulatory bodies such as the United Nations, the International Monetary 

Fund and the World Court, and instantaneous transnational communications. 

Globalization is the process of "decentring of finance and production, as no one country 

or group of countries can be said to constitute a centre" (Jusdanis, 1995: 49). Appadurai 

extends this conception of economic decentring to include the decentring of ail cultural 

concerns when he writes that "the new global cultural economy has to be seen as a 

complex, overlapping, disjunctive order that cannot any longer be understood in terms of 

existing centres and peripheries" (1 996: 3 2). Whereas the modernist po litical and 

economic discourse was defined by the political and economic structures as established 



and maintained by the nation-state, the post-modern political and economic discourse is 

delineated by trans-national alliances and organisations. 

Contemporary globalization has been defined in part by the rise of the mass 

media. Without the hugely centralised distributive power of the mass media, it is doubtful 

that cultural globalism would have the same effect that it does in the mass society. One 

result of the mass media is that cultural products have become, to a previously 

unsurpassed degree, comrnercialised and commodified. "Since mass culture has become 

the dominant framework for the consumption of culture generally, much of what is called 

'post-modem' bears the signs of commercialisation- it is homogenised, stylised, 

indiscriminate" (Durn, 199 1: 129). The mass culture has created a global cultural 

discourse that transcends national borders, providing an increasing segment of the world 

population with an increasingly homogenous culture from an increasingly centralised 

group of sources. The reach and depth of mass cultural discourse raises serious concerns 

about the ability of local collectives to form, maintain and express their unique identity. 

In summarising Walter Benjamin, Lipsitz wrote that "the production and 

distribution of art under conditions of mechanical reproduction and commodity form lead 

to an alienated world in which cultural objects are received outside of the communities 

and traditions that initially gave them shape and meaning" (1993, 35 1). Due to the highly 

centralised means of mass production and distribution of cultural products that are mass 

consumed by people in heretofore diverse cultural milieus, many cultural analysts feel 

that globalization of culture is threatening to homogenise world culture. "The 

findmental conflict that exists in the world today.. .is not between corporations or 

nations or trading blocs but between the forces of globalization on one hand and local 



communities seeking to preserve their own cultures on the other" (McClimon, 1996: 7). 

This tension manifests itself as the "tension between cultural hornogenisation [at the 

global level] and cultural heterogenisation" (Appadurai, 1996: 32) which takes place at 

the local level. The ubiquity of mass culture images and the economic and political 

capital that lies behind them are perceived as a dire threat to local cultures that must 

struggle to find a space in the mass culture discourse. "Globalization is felt as a great 

threat by many societies. If nationalism posited the welfare of ethnicity in cultural terms, 

then the currents of globalization threaten to capsize nations in an immensity of sameness 

- Reebok shoes, Coca Cola, CNN, British Airways, etc." (Jusdanis, 1995: 50). This 

immensity of sameness threatens to swallow up distinct local identities and the 

heterogenous local cultures by which they are communicated. 

The maintenance and communication of local culturai identities has become 

extremely contentious within the potentially homogenising globalised discourse. 

However, not all cultural theorists agree that the hornogenising potential of global culture 

is necessarily precluding the formation and expression of diverse local cultures. 

Appadurai reminds us that "the globalization of culture is not the same as its 

homogenisation, but globalization involves the use of a variety of instruments of 

homogenisation.. .that are absorbed into local political and cultural economies, only to be 

repatriated as heterogeneous dialogues of national sovereignty" (Appadurai, 1996: 42). 

Athough the proliferation of the mass media has "extended the reach of hegemonic 

mainstream media discourses, it has at the same time enabled local, lower-class and 

marginal peoples to make their voices heard as never before" (Manuel, 1995: 228). The 

same highly centralised transnational comrnunicational channels which tie the global 



cultural community together may also provide communicational structures by which 

dispersed localities are able to interact. "Although global communication tends to disrupt 

existing forms of local identity, it may also offer new forms of bonding and solidarity" 

(Sarnpedro, 1988: 126). 

While mass culture of globalism threatens to monopolise the cultural discourse, 

the fragmentary effects of post-modernity may provide a site of local resistance. The 

post-modem "emphasis on pastiche . . .implies a fragmentation of experience and 

meaning which erodes earlier notions of the 'ideological effect' of the mass media" 

(Dunn, 199 1 : 128). There is, within the multiplicitous fragmentation of post-modernism 

the opportunity for "groups to form fragmented and multiple identities" partly through a 

process of cultural representation that involves "an unprecedented degree of cultural 

borrowing, appropriation and syncretic cross-fertilisation" (Manuel, 1995 : 228). 

The globalization of musical discourse "is being countered by the production of 

unique music by local musicians" (Robinson et al, 199 1 : 227). Music provides a site upon 

which local identities can be formed, expressed and maintained. Post-modem music 

"places ethnic minorities in an important role. Their exclusion from political power and 

cultural recognition has allowed aggrieved populations to cultivate sophisticated 

capacities for ambiguity, juxtaposition, and irony - all key qualities of the post-modem 

aesthetic7' (Lipsitz, 1993 : 3 5 1). Despite the inherent depthlessness, irony and play evident 

in post-modem music, the use of the music is part of a deadly serious effort to establish 

identity in the multiplicitous chorus of post-modernity. For instance, "rap musicians use 

of pastiche, instead of negating social reality, is grounded in the experience of Black 

Americans; the processes of bricolage and appropriation can be seen as part of.. . the 



'incredibly difficult' process of constructing history and identity" (Manuel, 1995 : 23 4). 

The reappropriative, recombinatory aesthetic of rap and hip-hop recognises, 

acknowledges and capitalises on the fact that "media discourse can often acquire 

subcultural significance only if scrambled and recycled in creative bricoluge, as 

subcultures construct their own geny-mandered sense of identity out of imagerial objefs 

trorolrvees "in a process of "indigenising and resi&ng transnational cultural forms" 

(Manuel, 1995: 238). The recombinatory processes of post-modem music therefore allow 

local collectives to appropriate the discursive images of the global cultural discourse for 

their own subjective expressions of unique identity. 

The post-modem destabilisation of meaning has had important consequences for 

local identities. The tenets of post-structuralism and deconstruction break open "the 

coercive unity of a truth which has purchased its inner coherence at the cost of 

suppressing the heterogeneous voices of history's many others" (Downs, 1993 : 11 9). In 

the multiplicity of voices that characterises post-modernity, communities have been freed 

to create their own identities, to reclaim their deterministic abilities from the imperious 

meta-determination of the mass cultural discourse. Post-modernism has opened up "new 

ways to reconstruct and represent the voices and experiences of their subjects.. .The idea 

that ail groups have a right to speak for themselves, in their own voices and have that 

voice accepted as authentic and legitimate is essential to the pluralistic stance of post- 

modernism" (Harvey, 1989: 48). 

Globalization has called into question the role of the nation-state in cultural 

discourse. "The late twentieth century bas seen decisive changes in the influence of 

national cultural and economic structures.. .The results of these processes have been 



termed a new and distinctive cultural space - the global - which both erodes and 

destabilises older established forms of national culture and identity" (OYSullivan et ai., 

1994: 13 0). The nation-state has traditionally acted as the guardian of local identities, 

implementing tariffs, taxes and other regulatory devices to ensure that local entities 

maintained a space within the cultural discourse. However, the regulatory power of the 

nation-state has been severely diminished by economic trade agreements that 

conceptualise cultural production as economic industries that are encompassed by trade 

agreements. Globalization or transnationalism "calls into question the concept of the 

nation" (Amin, 1997: 18). The case could be made that, regardless of the effects of 

globalization, the cultural significance of the nation-state would be rninimised by the 

multiplicity of post-modernism in which "all totalising identities (imperial, colonial, 

national) are to be submitted to rigourous scrutiny in the name of an irreducible play of 

difference" (Keamey, 1 992: 582). However, globalization has undoubtedly weakened the 

jurisdictional strengths of the nation-state. 

The transnational alliances upon which globalization is built have threatened the 

cultural primacy of nations, creating a tension between global cultural forces and the need 

for local entities to maintain their unique local cultures. The rapid movement of capital, 

the speed of communications technologies and the hegemony of the market system have 

rendered the nation-state much less powefil than in the past. "Tighter communicative 

integration of the globe means, potentially, the splintering of national communities 

locally and the creation of a heterogeneous transnational public sphere globally" (Buell, 

1998: 550). With the decline of the protective regulatory state system, local cultures have 

come under attack from increasingly powefil global cultural entities. The nation-state is 



therefore caught in the tension between the global and the local. "One important new 

feature of global cultural politics.. . is that state and nation are at each others' throats. and 

the hyphen that links them is now less an icon of conjuncture and more an index of 

disjuncture.. .Because labor, finance and technology are now so wideiy separated.. .states 

throughout the world are under seige" (Appadurai, 1996: 39 - 40). 

While it may be too soon to trumpet the end of the nation-state, it is safe to say 

that the forces of post-modernity and globalization have have provoked a reassessment of 

its political and cultural role. This is particularly evident in the European community, in 

which the it is increasingly a mediatory body between the concerns of the transnational 

European federation and regional regulatory bodies: "the traditional model of the nation- 

state is being transformed steadily by the expanding agendas of federalism and 

regionalism" (Kearney, 1992: 589). This is an important concept in the context of this 

research endeavour. If the role of the nation-state has changed, how does that challenge 

our conceptions of nationalism? How does it affect the ways in which coilective identities 

such as nationalism are formed and expressed? More specifically, how does it affect the 

ways in which Quebecois nationalism is formed and expressed? 

Just as the modernist conception of the nation-state has undergone a reassessment 

and a reconfiguration under the transnationalising forces of globalism so have previously 

accepted notions of nationalism. "While current global reorganisation has had profound 

effects on culture, these effects have not signalled the end of nationalism in the culture" 

(Buell, 1998: 55 1). On the contrary, according to Buell, "recent [national] culture is 

characterised less by insurgent postnationalism.. .than by the invention of a new breed of 



cultural nationalism - a form of cultural nationalism for post-nationai circumstances" 

If the site of identity formation within the global discourse is the imaginary, then 

it is upon the imaginary that nation identity must be contested. Spatial boundaries have 

been collapsed by the extended reach of the global mass media to the point that 

"imagined national communities have been replaced, in our new electronically mediated 

global system, by imagined worlds (Buell, 1998: 55 1). Globalization and the post-modem 

emphasis on depthlessness have created a culture in which the real is no longer a 

consideration; rather, the cultural discourse is populated by images and representations 

whose meanings are ephemeral. "Reality seems to have disappeared into its images or 

perhaps more accurately, the differences between reality and image seems to not have 

made a difference" (Grossberg, 1992: 2 1 3 - 2 14). In place of the meta-narrative and its 

pretensions of a single unified truth, post-modernity has created primacy cultural 

discursive primacy on a place out of space and time - the imaginary: 

The imagination has become an organised field of social practice, a 
form of work (in the sense of both labour and culturally organised 
practice) and a form of negotiation between sites of agency 
(individuals) and globally defined fields of possibility.. .the 
imagination is now central to all forms of agency, is itself a social 
fact, and is the key component of the new global order.. . The image, 
the imagined the imaginary - these are all terms that direct us to 
something critical and new in global cultural processes: the 
imagination as social space (Appadurai, 1996: 3 1). 

As a form of collective identity, nationalism has thus been forced into reassessment and 

redefinition. "National culture has reworked itself, in short, to adapt to post-national 

circumstances"(Buel~ 1998: 558). One of the objectives of this research endeavour is to 



uncover is how this "reworked nationalism is expressed, how does it define the 

boundaries which identify and limit the nation of which it is the cultural expression? 

With the prevalence of the mass society "one of the key challenges facing post- 

modem [nations] will be to conjoin a global sense of becoming with a local sense of 

belonging" (Kearney, 1 992: 5 5 8). Globalization creates tension between local identities 

and their ability to form and express their uniqueness within the mass society. "Economic 

globalization has mostly been represented in terms of the duality of national/ global 

where the global gains power and advantages at the expense of the national" (Sassen, 

1996: 205). One potential effect of this tension is "an intense concentration on a 

coliectivz faciiig iiii inscrutable globality" which is apparent in "the attempt of ethnicity 

to find islands of security in a heartless immensity" (Jusdanis, 1995: 5 1). 

The mass media, which are considered agents of cultural globalization, are 

considered sites of local resistance by others. "The spread of modem capitalism from 

core to periphery was very much undergirded by the increasingly global deployment of 

ever more sophisticated space-binding media. These have led not to the creation of an 

ordered global village, but to the multiplication of points of conflict, antagonism and 

contradiction" (Ang, 1994: 196- 197). Thus, locality and globality are considered by some 

to be compatible, which is to say that they are not, by definition, mutually exclusive: 

"Alongside the process of commodification and interacting with it in complicated ways, 

we find numerous social and cultural movements challenging modernist dichotomies 

(hierarchical) in the name of community tradition and self-determination" (Dunn, 199 1 : 

1 15). Local identities such as nationalism continue to be an important part of the cultural 

discourse, but the tenets of post-modernity raise serious questions about the way in which 



they represent their respective communities and the degree to which that representation is 

actualised. 

It is hoped that th~s literature review has provided a theoretical framework withn 

which this research endeavour can proceed. It has established the basic conceptions of 

culture and the ways in which culture can be theorised, including the theoretical 

framework of post-modernism. It has also allowed us to establish the problematic nature 

of the representation local identities in post-modem discourses. For instance, how is the 

post-modem concept of nation to be formulated and expressed as a means of collective 

local identity? How has that shift affected the expression of Quebecois nationalism in 

Quebec music in the post-modem cultural discourse? How have Quebecois artists 

managed to interpret and represent local identity within the global cultural discourse? Is 

nationalism represented in the contemporary Quebecois musical discourse? 

In order to address these questions, it is first necessary to undertake a brief 

historical overview of the representation of Quebec nationalism in Quebec music, in 

order to establish the ways in which Quebec music has historically been represented in 

the musical discourse. Once a historical context of Quebecois nationalism and music has 

been established, a close analysis of contemporary Quebecois music will be undertaken 

to try and ascertain how Quebecois identity is conceptualised and expressed in the global 

cultural discourse through the discourse of music. 

Methodology 

In order to facilitate this analysis, this thesis will utilise the research method of the 

case study. "A case study involves the observation, description, or reconstruction of a 

phenomenon of interest. In a conventional case study, the observer does not intervene in 



the phenomenon of the study" (Williams et al, 1988: 37). A case study is an appropriate 

methodological instrument because it enables the researcher to focus on a "contemporary. 

ongoing phenomenon that the researcher is unable to isolate and manipulate, but is able 

to observe through the accruement of relevant data" win, 1994: 8). The case study is 

valuable to research in whlch the researcher is analysing "the contextual conditions - 

belie~lng that they might be highly relevant to [the] phenomenon of study" (Yin. 1994: 

13) This is particularly important for Cultural Studies analyses because of their highly 

'interdisciplinary, transdisciplinary' and highly contextual nature. 

The case study allows the researcher to study highly context-dependent 

phenomena, because it facilitates the examination of "a contemporary phenomenon 

within its real-life context, especially when.. .the boundaries between phenomenon and 

context are not clear" (Yin, 1994: 13). The case study offers a means by which to analyse 

as a whole the complex interweaving of the disparate aspects of the cultural discourse "as 

a strength, a case study can describe complex relationships.. . and historical narratives of 

the phenomenon." (Williams et al, 1988: 38). The case study as a methodology is 

appropriate for this research because of the type of research question that is being 

addressed. "In general, case studies are the preferred strategy when 'how' or 'why' 

questions are being posed (Yin, 1994: 1). The question of how local identity is 

maintained in the global discourse and how Quebec nationalism is represented in post- 

modern music are both questions that "are more explanatory and likely to lead to the use 

of case studies" (Yin, 1994: 6). 

This particular research endeavour is of the type that Stake refers to as an 

"instrumental case study", one in which "a particular case is examined to provide insight 



into an issue or refinement of theory. The case is of secondary interest; it plays a 

supportive role, facilitating our understanding of something else.. .the choice of case is 

made because it is expected to advance our understanding of that other interest" (1994: 

237). This methodology is highly interpretive. Because it is a qualitative approach, the 

research is unlikely to reveal absolute, peremptory results; instead "the researcher is 

committed to pondering the impressions, deliberating recollections and records.. .local 

meanings are important; foreshadowed meanings are important; and readers' 

consequential meanings are important" (Stake, 1988: 242). Because it is highly 

interpretive, the researchers conclusions will have more strength and more analytical 

support if a number of diverse sources of data are analysed. It is often desirable " to have 

research in the case study tradition that comprises a multi-case or comparative 

study.. .usually these multiple cases are undertaken for the sake of diversity in results or 

generalisability. Therefore, additional sites should be selected to reflect a range of 

subjects or settings applicable to the topic" (Gorman and Clayton, 1997: 54) The use of 

multiple sites of analysis therefore not only ensures the rigour of the research therefore - 

increasing the validity and generalisability of the conclusions - it also provides the 

researcher with a greater number of sources from which to perceive important 

informational patterns. "The use of multiple sources of evidence in case studies allows an 

investigator to address a broader range of historical, attitudinal and behavioural issues. 

However, the most important advantage presented by using multiple sources of evidence 

is in the development of converging lines of inquiry" (Yin, 1994: 92.) 

In order to ascertain the expression of local identity, particularly as embodied in 

Quebecois nationalism, this case study shall focus on music of Montreal groups in the 



late 1990s, especially those rooted in hip-hop as it is a typically post-modem musical 

form. However, to focus on the music alone would be insufficient. As indicated in this 

literature review, in undertaking a Cultural Studies analysis of any cultural text, it is 

necessary to contextualise it within cultural discourse as a whole. As such, other units of 

analysis closely related to the musical texts will be incorporated into the case stud: these 

include album cover art, Internet web-sites, lyrics, newspaper and magazine articles, and 

the music industry as a whole. It is expected that by providing as wide a range as sites of 

analyses as possible that this research will be as comprehensive as possible. It is 

necessary to briefly explain the choice of criteria by which this case study shall be 

conducted. This case study will analyse a number of cultural artefacts related to the music 

scene in Quebec in the late 1990s. It must be stated initially that this particular time Frame 

is justified on several points. First, it has been asserted that post-modem music is 

characterised by several qualities, mixing of codes, appropriation of extant texts, 

borrowing and remixing, all of which combine in an aesthetic of pastiche or bricolage. 

As the sites of analysis will reveal, although there was some Quebecois music prior to 

1996 that embodied these post-modern characteristics, the musical discourse since 1996 

has been significantly characterised by the post-modem aesthetic. Secondly, the focus on 

Quebec nationalism in the 1990s has been influenced by two separate but important 

developments. The first is the Quebec sovereignty referendum of 1995. The referendum 

represented the culmination of a remaissance of Quebecois nationalism, both politically 

and culturally. The second development that has influenced the nature of Quebec 

nationalism is the maturation of the so-called Bill 10 1 generation, about which more will 

be said in the actual research section. Finally, this particular time frame has been chosen 



in order to ensure that the cultural discourse that is being analysed is as contemporary as 

possible. Due to the resurgence of the Quebec music scene in the last ten years or so, 

there is an adequate amount of material available in order to make such a case study 

meaningful. 

This case study will concentrate on music produced in the Montreal area, because 

the heavy preponderance of the Quebec music industry is situated in that city. In 

conducting the research for this case study, only one relevant band out of more than 15 

candidates for inclusion in the case study was not from Montreal. These musical groups 

are apart of an insurgent Montreal music scene, "the new wave of Montreal that emerged 

in the waves from which let loose Jean Leloup amongst others7' (Perrault, 1999a, author's 

translation). This new wave of music being produced in Montreal is indicative of "an 

increased geographic concentration which hrther entrenched Montreal as the central 

location of musical activity to the detriment of other regions with established musical 

traditions" through the late 1980s and 1990s (Grenier, 1993 : 2 19). 

The primary site of analysis will focus on actual musical texts themselves. This 

research endeavour will focus on five Montreal-based bands that have released albums in 

1997 or later. In order to facilitate the collection of as wide a range of available 

information as possible, it will be necessary to focus on bands that have established some 

degree of critical and commercial success, bands that are represented in the media 

coverage of the Montreal music scene, and that are sufficiently involved in the Quebec 

music industry that they can be considered typical of that industry. 

The albums of these groups will constitute the first site of analysis. They will be 

analysed for musical and lyrical content in order to ascertain if and how local identity is 



communicated, and if and how Quebec nationalism is represented. The primary means of 

examination will be to listen to the compact disks that will have been obtained through 

retail outlets, paying attention to stylistic attributes of the musical composition and lyrical 

content. Additionally, any auxiliary materials such as cover art, collaborating artists 

dedications, biographical idormation, etc will be given close reading. Following the 

close examination of the music, the representation of the artists in the media will be 

scrutinised, particularly journal articles, newspaper and magazine articles, and interviews 

of the artists in the electronic media. This research will also incorporate an analysis of the 

representation of the bands on the Internet, including band homepages, record industry 

pages and fan pages. This data will be identified by utilising Intemet search engines, 

specifically Yahoo and Altavista Canada. The websites will be scrutinised for ways in 

which communities form around the bands, the music and the genres, and for ways in 

which those communities are represented on the Internet. 

Once the bands and their music have been analysed, the case study will undertake 

to examine how the Quebec music industry itself is able to maintain a foothold in the 

global cultural discourse. This aspect of the case study will invoke journal articles, 

periodicals and newspaper micles to assess the ways and means by which the Quebec 

industry manages the production and distribution of Quebecois music. The sources will 

be gathered through a comprehensive search of indexes of periodicals, journals and 

newspapers from 1980 onwards. Also a point of interest will be the ways in which the 

Quebec music industry represents itself and its artists through such media as the Internet 

and music publications. The case study shall also analyse how constituent members of the 



Quebec music industry form alliances both within and without Quebec for the production 

and distribution of Quebec musical products. 

Once the available data has been analysed, the final chapter of this thesis will 

incorporate all the different facets of the contemporary music industry in Quebec and 

within the theoretical fiarnework that has been established and will seek to conclude how 

the formation and expression of local identities occur, as exemplified by the 

representation of Quebec nationalism in contemporary musical discourses. 



Chapter 3: An Historical Overview o f  La Chanson and Ouebec Nationalism 

In order to assess the role that music plays in the formation and expression of 

nationalism in the contemporary Quebecois culture. it is necessary to establish the role 

that music has historically played in that expression. This chapter will attempt to 

understand how the social, historical and cultural influences have affected the 

development of Quebec nationalism and its representation in the musical discourse, as it 

has been perceived by cultural theorists and observers. In doing so, it is hoped that this 

overview will provide a historical framework within which to understand contemporary 

Quebec nationalism as it is expressed in music and thereby provide an example of the 

formation and expression of local identity within the cultural discourse of globalization. 

Chanson holds a unique and important place within the cultural discourse of 

Quebec. More than simply song, or a repertoire of song, it is a uniquely Quebecois 

cultural expression. It is sung in French, although not always in Quebecois French, and is 

written and performed by Quebecois for Quebecois. Through the discursive platform of 

chanson, Quebecois have been able to comprehend and communicate their experience as 

the largest French-speaking population in Nonh America: French of language and of 

cdt.2.e but influenced by historical, geographical and cultural influences that come from 

their inclusion in the American experience. Chunson is one of the primary means by 

which Quebec culture has been communicated eom generation to generation. It is a 

music that tells the story of "a family history, that of a family without name, which is 

embarking upon a demanding quest for identity" (Chamberland and Gaulin, 1994: 25, 



author's translation). Chanson is a form of folk song. Folk songs can be defined as "those 

songs that are composed and sung by ordinary people and are handed down by them fkom 

one generation to the next" (Fowke and Mills, 1984: 1). Folk songs are a means of 

providing valuable cultural continuity, a contemporary link to the collective's shared 

history. "The language aad folk traditions of ancient France followed the settlers and 

adventurers into the New World. Time, distance and misfortune were not enough to blunt 

the racial patrimony of old; they only served to enhance its value as a solace in the 

wilderness" (Barbeau, 1962: vii). 

The cultural traditions that the original settlers brought with them from France 

intermingled with English, Irish, Scottish and Native cultural influences that converged in 

the process of settling the New World. The French-Canadians adopted these divergent 

influences to reflect their new environment. "Rather than establishing a true Quebecois 

tradition, the habitants contented themselves with assimilating the French traditions and 

applying them to the nascent Quebec reality" (L7Herbier, 1974: 29, author's translation). 

Because they reflected the French Canadians' shared experience these traditional songs 

became a collectivising agent, binding the French-Canadian people into a culturally and 

geographically defined unity. "To tell the story of the Quebecois is implicitly to assert the 

existence of a collective subject, the protagonist of the historical drama, who experiences, 

suffers and acts" (Charland, 1987: 139). This conception of the Quebecois as a unique 

people is a recurrent theme in chanson, and is fundamental to the conception of the 

Quebecois as a nation and as the basis of Quebec nationalism. 



Conceptions of the land have always been central to the Quebecois imaginary. In 

many ways, their relationship with the land helped the Quebecois forge a sense of 

collective identity. "Forced to isolate themselves in a rural milieu in order to survive.. .the 

Quebecois attach[ed] themselves to the soil during the years and develop[ed] a well 

particularised social type. It is during this long wintering that they become Quebecois for 

good" (Rioux as interpreted by Handler, 1988: 66). The land - or i e p q s  - was a 

paradoxical, mystical presence in the lives of the Quebecois: the harsh demanding 

winters and ferocious wilderness challenged the settlers' ability to survive while at the 

same time providing the means of sustenance. It also provided a physical separation and a 

refbge from the materialist, secular anglophone world that surrounded them and 

threatened their cultural survival. "The soil protected and nourished the nascent 

collectivity, providing the material necessities of life and promoting those rural values 

associated with uncorrupted labour and a pastoral milieu" (Handler, 1988: 32). The 

rigourous, demanding beauty of the landscape and the sigmficance it held as the physical 

manifestation of their nationhood combined to fuel the Quebec imaginary, particularly in 

chanson. 

. La  chanson has always been fundamental to the construction and expression of 

nationalism in Quebec, throughout its various societal incarnations. "The chansorl is the 

[form] we know best, perhaps because it is the form closest to the people and to the wish 

for independence in their hearts" (Champagne, Dec. 1973: 46). It is the "poetic motor 

which has continually driven Quebec nationalism, a unique propensity to re@ 

I'imaginoire pebecois as if it were a national resource" (MacDouga 1997: 68). The 

centrality of la chanson to the expression of nationalism is not surprising : "National 



identity is a symbolic nexus grounded in the slippery terrain of the imaginary.. .In 

Quebec - as in other minority nations embedded in modem states- reliance on the 

imagination becomes even more acute" (MacDougall, 1997: 73). Because of their 

historical placement outside the locus of power, the Quebecois have relied upon cultural 

means of expression over which they have control, such as la chanson. As the cultural 

form most readily available and most predominant amongst the people chn~zson has 

traditionally been the cultural fornl upon which notions of Quebecois collectivity have 

been based. "These familiar tunes served as passports, symbols and national flags. They 

peopled the wild solitudes, conjured up the past, and brought together robust arms in a 

common effort" (Barbeau, 1962: 93). As such, they formed an integral part of the Quebec 

imaginary. 

As was alluded to in the introductory chapter, the decades of the 1930s and 1940s 

were an epoch of great change in Quebec. Up until the mid- 1940s - a time in which 

Quebec had become one of the most industrialised societies of the western world - the 

prevailing rnindset was that of a traditional culture, particularly outside the urban centres 

of Montreal, Quebec City and Trois Rivieres: "The rural folk, farmers, lumbe jacks and 

mothers of families lived in conditions which resembled those of their ancestors, whose 

habits and customs they have preserved (L'Herbier, 1974: 3 5, author's translation). The 

nationalism that predominated at this time was insular and highly spiritual, concerned not 

with the self-confident assertion of the French-Canadian fact but with the survivance of a 

conquered people. It sought the expression of Freach-Canadianism in the recitation of 

past glories and in an anticipation of future, elysian glories. "French-Canadian 

nationalism persisted.. . to evoke the past glories of the Cunadien Nation and to call upon 



the contemporary generation to remain f a i W  to its cultural heritage" (McRoberts, 1987: 

82). It was a nationalism that was retrospective, placing an emphasis on the maintenance 

of tradition rather than on the production of a contemporarily expressive culture. The 

Quebecois of ths  time were "the bearers of a culture. That is a group with an edifylng 

history.. . whose task it [was] to preserve this heritage it had received from its ancestors 

and which it must transmit intact to its descendents" (Rioux, 1993: 8 1). Culturally 

speaking, the Quebecois were thus constrained by their retrospectivity. 

Despite the predominating social conservativism of the 1930s and 1940s, 

modernism was insinuating its way into the cultural life of Quebec. At the front of this 

assault was the advent of radio. By the early 1920s, radio had started to become 

commonplace in homes throughout Quebec, whether in the country or in the city: 

Radio soon emerged as the lone source of amusement that was 
available to dl families.. . through its transmissions of sporting 
events, dramas, variety shows, news and information, and 
occasionally Quebec folksongs, created a new generation of stars or 
confirm performers already well known on the scene (L'Herbier, 
1974: 45-46, author's translation). 

Prior to the advent of radio, the Quebecois cultural discourse was extremely 

decentralised. Inter-regional cultural exchange was constrained by the vast physical 

distances and challenging terrain of Quebec. People from one part of the province were 

often unaware that they shared cultural traditions with Quebecois in other regions. In the 

early twentieth century Marius Barbeau documented an incredible catalogue of over 13 

000 Quebec folksongs (Barbeau, 196 l), an enormity which reflected a significant cultural 

fragmentation, particularly amongst a linguistically, religiously, and historically 

homogenous people. Centrally produced and transmitted media such as radio offered the 

opportunity for a more cohesive, homogeneous cultural chorus. This homogenous 



discourse allowed the Quebecois to begin to develop the sense "of forming a group; that 

is, national or ethnic self-consciousness" (Handler, 1 988 : 7). Radio offered the dispersed 

Quebecois people a common hearth, around which to gather and hear their shared stories, 

histories and songs. This was particularly true after the founding of Radio-Canada in 

1938. 

Prior to the formation of Radio-Canada much of what was transmitted over the 

radio was American in origin and content. "The American networks CBS and ABC 

supplied the two Montreal stations with news and variety programming.. .the majority of 

programming came From the United States" (LIHerbier, 1977: 45, author's translation). 

Radio-Canada provided a medium that was primarily sustained by Canadian and 

particularly Quebecois content. In addition, prior to the founding of Radio-Canada, most 

radio had been centred in and around larger urban centres, such as Montreal, Quebec and 

Trois Rivieres. However, Radio-Canada was mandated to serve most popuiation centres. 

therefore creating a centralised, homogeneous cultural forum that extended its reach to 

almost all Quebec citizens. 

Amongst the first Quebecois singers to establish themselves as a star was La 

Bolduc, Mary Travers Bolduc. La Bolduc was an almost immediate sensation in Quebec. 

Part of the reason for this was that she wrote and performed her o m  songs based on 

traditional French-Canadian folksongs: they were of a sort that were already familiar to 

Quebec audiences. "La Bolduc adopted a particular genre of music - la ilcrlutage- which 

was inspired by songs heard at her parents and grandparents and which gave birth to a 

distinctive style.. . She wrote her songs around very simple subject matter, conferring 



upon them a real authenticity, close to the Quebecois people who listened to themy' 

(L'Herbier, 1974: 3 7, author's translation). 

La Bolduc enjoyed near instant success, particularly in those places where 

traditional sensibities were still predominant. "La Bolduc was a great star. Everywhere 

she presented herself she achieved a huge success, in fact, wherever Quebecois folkmusic 

was popular and in demand, she succeeded. She was particularly popular amongst rural 

audiences"(L'Herbier, 1974: 4 1, author's translation). However, this enthusiasm was not 

shared in the cities where the citizens expressed a certain disdain for the traditional rural 

Quebec ideology that Madame Bolduc's folk-songs evoked. "From 1930 to 1940, thanks 

to the talent and success of La Bolduc amongst others, folk-song in Quebec had enjoyed 

an incredible success amongst the Quebecois people, particularly among the rural 

population and poorer city folk.. .[but] in Montreal, people still preferred French pop 

songs" (L'Herbier, 1974: 47, author's translation). Importantly, stars such as La Bolduc 

gave the Quebecois an opportunity to observe fellow Quebecois - like themselves and of 

their own kind - performing original music on a broad cultural platform. L o  chanson thus 

became a mirror in which the Quebecois were able to see their own reflection. 

If La Bolduc was the first Quebecoise star Felix Leclerc was arguably the 

greatest. It could very well be argued that it was Leclerc that "put Quebec music on the 

map.. .who influenced a generation of singers at home and abroad [and] should be 

considered the author of our national identity and the source of [Quebec's] great national 

pride" (GrEen, 1989: 42). He "was the pioneer and the Godfather of the chansonniers" 

@emant, Aug 1965: 6), a group of poets-composers-performers who were distinguished 



by the fact that they wrote and performed their own songs, providing their own 

accompaniment, usually on a guitar 

Leclerc was very much a product of the traditional Quebecois society. The deep 

and frequent interaction of man and nature in rural Quebec society had a profound effect 

on his music. "Leclerc was an unspoiled village lad, naturally endowed with the 

simplicity of poets and musicians.. . he was initiated into music by the wind blowing in 

trees and chimneys, by the murmuing brooks and singing, by the villagers' songs and his 

mother's piano" (Rudel-Tessier, June, 1966: 4). Leclerc's depiction of the land, as 

represented by an idyllic nature resonates with the traditional nationalistic rural bucolic. 

His lyrics are rich with images of nature and of idealised pastoral life: 

Les bles sont miks et la terre est rnouilIee The wheat is ripe and the ground is wet 
Les grands labours dorment sous la geltie. The great ploughs sleep beneath the frost 
L'oiseau si beau. hier. s'est envole: The handsome bird has taken flight 
La porte est close sur le jardin fmC.. . The gate is closed on the faded garden.. . 
(Hymne Au Printemps) (from Hymne Au Printemps) 

and : 

. . . Les nids sont vides et decousus 
Le vent du nord chase les feuil1es 
Les douettes ne volent pas 
Ne dansent plus les ecureuils 
M2me les pas de tes sabots 
Sont agrandis en flaques d'eau.. . . 
(Notre Sentier). 

The nests are empty and in disarray 
The north wind hunts the leaves 
The larks fly no more 
And the squirrels do not dance 
Even while the steps of your hooves 
Are enlarged in the puddles 

(from Notre Sentier) 

Like his folk-singing brethren before him and the chansonniers to follow, Leclerc was 

heavily iduenced by le pays, the region in which he was raised, the place in which his 

artistic imaginary took shape. Leclerc once stated that "every chansomier wants to sing 

about his comer of his country" (Champagne, 1973 : 46), perhaps reflecting the residual 

fragmentation of the pre-modern Quebecois culture that conceptualised Quebec not as a 

singular, homogenous collective, but as a collection of dispersed and distant parishes. 



Leclerc's desire to sing of his comer of the country echoes the Quebecois 

tradition in which the land is no longer a physical of topographical entity, but becomes a 

place in the imagination, a place evoked by song that holds a deep mystical meaning for 

the Listener. Leclerc wrote that "[olur country it is our illusion. We have our feet planted 

therein. Our country it is our dream" (MacDougall, 1997: 1 1, author's translation). By the 

late 1950s this mystical conception of l e p q s  as an idealised space in the Quebec 

imaginary had started to evolve into a pragmatic conception of Quebec defined not only 

by the shared imaginary of the cultural discourse, but by geo-political boundaries as well. 

Leclerc clarified the somewhat equivocal concept of le pays when he stated that, "where 

are the Frontiers of that country 1 speak of.. . In a way at times my country is wholly 

contained in a circle wherein a man dreams with head bent and eyes half-closed.. .well, 

oftener than not the frontiers of my country are the frontiers of the province" (Rudel- 

Tessier, 1966a: 46). 

The conception of le pays was prevalent in the works of other artists of the 1950s, 

perhaps reflecting the lingering rural ethos that resisted the emergent urban industrialism 

that was squeezing out the traditional agrarian life of much of the province. Many of the 

early chansonniers were strongly influenced by their bucolic surroundings: "In their 

beginnings, they developed a motif centred around a reality that was more rural, more 

country than urban (Roy, 1986: 106). In "Le Ciel Se Marie Avec La Mer," Jacques 

Blanc het personifies nature, evoking a folkish mythological conception of the land: 

La mer a mis sa robe verte The sea has put on her green dress 
Et le ciel bleu son aillet blanc The blue sky hls white camation 
Elle a voulu Etre coquette She wanted to be charming and pretty 
Pour dire au ciel en s'iveillent To say to the sun on rising 
N"oublie pas, mon caur, Forget not, my love, 
Ni le flew? ni le jonc; Not the flower, nor the rush, 
N'oublie pas surtout que demain Forget not, above all, 



Nous nous marierons . . . That tomorrow we will be wed.. . 

In "Jardin D'Automne," Pierre PCel not only evokes the importance of the land, but also 

the ponderous foreboding of autumn and its expectant dread of the impending winter, a 

season whose hardships defined the rigour of the land for rural Quebecoises: 

. . . Jardin d'automne sous le ciel lourd Autumn garden beneath the heavy sky 
Des passe-roses dessechkes The roses dead and dried 
Parmi le fioid .4mongst the cold 
Dans le sentier des irnmortelles On the path of the immortals 
Pres d'une riviere et d'un vieux pont Next to a river and an old bridge 

ladin d'automne sous le ciel lourd 
Viens mon ami rentrons bien vite 
Avant la pluie 

Autumn garden beneath the heavy sky 
Come my friend, let us return in haste 
Before the rain arrives 

As the 1950s drew to a close, more young Quebecois composers poets had begun 

to sing their own compositions and more or less interpret them themselves. Through the 

late 1950s and early 1960s, new societal structures emerged that expedited the formation 

of a nascent Quebecois consciousness. Just as the advent of radio in the 1930s had a 

profound effect on the cultural life of Quebec, so did the rise of television in the 1950s. 

Since the mid- 1940s people living close to the American border had been able to pick up 

the audio feed of American broadcasts on their radio receivers or, in the case of a lucky 

few, on television. The federal government in Ottawa was aware of the cultural threat the 

American transmissions posed: "Ottawa was concerned and wanted us to have our own 

television network" (L'Herbier, 1977: 83, author's translation). On August 4, 1952 the 

television ann of Radio-Canada broadcast its first emission. 

The presence of a specifically Quebecois television network added an important 

dimension to cultural life, providing programming targetted specifically Quebecois 

audience. "Canadian and Quebecois television showed definite support for the composers 

and writers by permitting the organisation of the Concmrs de la Chanson Canrdenne [a 



weekly showcase of Quebec musical talent]. . .the Concolrrs allowed the Quebec public to 

hear their own songs for the first time, not only that but on a broad stage as well" 

(L'Herbier, 1977: 86, author's translation). Although other stations, such as CKAC in 

Montreal, also broadcast similar talent showcases, the size and reach of Radio-Canada 

across the entire province made it the central player in the television game. "With its 

power and its national audience, Radio-Canada was able to bring together a much larger 

audience" (L7Herbier, 1977: 86, author's translation). As such, Radio-Canada was able to 

exert an especially strong influence on the cultural discourse of Quebec. 

The cultural efects of Radio-Canada's television service were numerous. Not 

only did it provide a forum for Quebecois performers, but also for writers, producers and 

other technical staff'. It also played an important role in cultivating a latent desire amongst 

the Quebecois to consume cultural f i e  of a home-grown variety. "What it did was bring 

French-speaking Quebeckers closer to one another, sending them daily, in Chicoutimi 

and Gaspe as well as in Hull, a mirror of themselves forming a nation" (Balthasar, 1993 : 

98-99). In doing so, it created and consolidated the domestic demand for a particularly 

Quebecois music industry. The Concours "produced a catharsis that was necessary and 

important so that, after all these years, la chanson qiebecois could become a reality" 

(L7Herbier, 1977: 87, author's translation). The development of a coherent, modem 

Quebecois nationalism can be attiibuted in good part to the effects of Radio-Canada. 

"Ironically enough Radio-Canada, a federal institution devised to bring Canadians closer 

to each other, was one of the institutions that contributed the most to the development of 

Quebec nationalism7'(Balthasar1 1 993 : 98). 



On the heels of the emergence of Radio-Canada as a showcase for Quebecois 

music arose a second important societal structure that enabled the development of a 

homogeneous chanson throughout the province: the boites a chanson. As the Quebec 

music industry took root, "[nlew stars were born, composers emerged, the boites ir 

chmsori followed" (L'Herbier, 19777: 88, author's translation). The boites d chanson - 

coffeehouses that showcased chansonniers for young Quebecois audiences - arose almost 

spontaneously in an informal network throughout the province. "The appearance, and the 

the proliferation of the boites a chanson in Quebec aroose fram a craze amongst young 

people for Quebecois chansonniers" (Roy, 1974: 77, author's translation). The boites a 

chanson were established and administered by chansonniers and students for the specific 

purpose of giving young Quebecois artists and audiences a chance to convene and to 

cultivate th~s emergent Quebecois art form. It was due, in good part, to the development 

of the boires ci chansons that Ia chanson as it was performed by the chansonniers 

achieved such wide-spread popularity and cultural influence. 

Importantly, many of the boites a chansons were situated outside the large urban 

centres; as a result. they provided an opportunity for a11 Quebeckers to participate in the 

cultural discourse. "In this manner, the chanson qr~ebecois, which was emerging as a 

genre.. . assured the cohesion of a national group that was in the process of discovering 

itself' (Chamberland and Gaulin, 1994: 66, author's transiation). Through the boites a 

chanson, la chanson reasserted itself as a grassroots expression of a nascent collective 

Quebecois identity. This assertion seemed to M i l l  a hndarnental need amongst the 

people of Quebec : "The chanso~iers arose in response to a visceral need, an intrinsic 

desire for the aflirmation of the Quebec people.. . The Quebec sound had not had a truly 



unique voice. Now their ideas resembled those that they heard" (Roy, 1977: 80, author's 

translation). The boires u chanson played an important role in offering the Quebecois 

population a representation of themselves, by themselves, in their own words. To say that 

television, radio and the boites a c/ransons alone were responsible for the rise of la 

chanson in the public imagination might be simplistic, but for the first time, Quebecois 

cultural products were accepted as equal to those of the United States and France: 

"Contrary to the past, la chanson of Quebec was sung and presented without 

embarassment" (LYHerbier, 1977: 88, author's translation) 

If the radio and television had planted the seeds of a homogenous Quebecois 

culture, the boifes a chansotl provided a community garden in which to cultivate those 

seeds. "This new awareness of its personality, this rediscovery of a lively zest and poetry 

in music, [gave] back to Quebec . . . a certain pride, a new assurance which had been lost 

or abandoned many years ago under the burden of overwhelming industrialisation" 

(Brien, 1968: 18). Later, Leclerc would comment on the role of the emergence of the 

chansonnier culture in the convergence of the Quebec collectivity. "Quebec used to be 

like a huge black mountain. Then I lit a small fire with my songs, in my comer. Vigneault 

lit another fire with Natashquan in his comer.. .and small fires were lit all over Quebec. 

The people felt that somethmg was happening." (Champagne, 1973: 46). 

Indeed, many Quebeckers did feel, at the end of the 1950s, that something was 

happening: "a small group of people of Fench origin living in North America - that was 

the definition of the French-Canadians - decided to orient their collective efforts in the 

sense of a great affirmation of their identity. They renamed themselves Quebecois and the 



French-Canadian chmson, now the Quebecois chanson, was nothing but a vague 

reminder of the French presence within Canada" (Roy, 1 977: 82, author's translation). 

Towards the end of the 1950s traditional Quebec nationalism "appeared more and 

more in contradiction with the day-to-day life of most Quebeckers. An ideology 

conceived of for a stable, rural society, [it was] bound to become an empty shell among 

an urbanised population subject to the effects of urbanisation" (Balthasar, 1993: 95). -4s 

stated in the introductocy chapter of this discussion, traditional French-Canadian 

nationalists had "out of their desire to create a distinct society, constructed a distinct 

society that was totally unprogressive, anti-modem and destructive of the individual" 

(Behiels, 1987: 27). By 1960 the traditional conception of Quebec nationalism was 

changing: it was "becoming linked with societal reform and no longer had anything to do 

with the Duplessis's nationalism, which was linked with conservative ideology" 

(Gougeon, 1994: 98). 

In June of 1960, the Liberals under Jean Lesage swept to power in the Assembiic 

Nationale, thereby pushing aside symbolically and politically the gatekeepers of the 

traditional society. "The sweeping away of the Union Nationale in June, 1960 was seen 

by a growing majority of French Canadians as the fist and perhaps last real opportunity 

to modernise fully their society while still guaranteeing the survival and epanouissernent 

[development]of the French-Canadian majority" (Behiels, 1985: 5). The quasi- 

ecclesiastical state that existed up until the end of the Duplessis era was overthrown by a 

Quet Revolution that asserted that the protection of Quebec's political, economic and 

cultural interests was a responsibility better entrusted to a democratically elected 

government than to the Roman Catholic Church. 



A new Quebec nationalism was apparent, one that perceived Quebec as a 

geopolitical entity defined not by abstract visions of history but by tangible geographc 

and linguistic borders. Modemisation meant an enhanced role for the government in the 

economic and social life of its citizens, a shift that attempted to place economic and 

societal determination back in the hands of the francophone majority following decades 

of economic, political and social marginalisation. This new secular philosophy girded an 

industrial, materialist, statist society in which the "State institutions (rather than the 

Church) [were] seen as the critical instrument for the realisation of collective ambitions" 

(Breton, 1988: 94). The perception of the Quebecois as a people struggling for nrrvivat~cr 

by the means of isolation, anachronism and ecclesiastical trusteeship was replaced by a 

vision of Quebec as a confident progressive nation ready to embrace the challenge of 

modernism and self-determination. "Never in Quebec had we sung with such self- 

confidence" (Roy, 1 986: 109, author's translation). 

In the lyrics of some chansonniers the emergent, confident Quebecois nationalism 

was made explicit, such as in " Le Grand Six-pieds" by Claude Gauthler: 

le suis de nationalite Canadienne-fran~aise I am of the French-Canadian nation 
Et ces billots j' les ai coupes And I have chopped these logs 
A la sueur de mes deux pieds Until my feet have sweated 
Dans la terre glaise On the ground of clay 
Et voulez-vous pas m'ernbaer Would you please not bother me 
Avec vos mesures a I'anglaise With your English measures 

Significantly, from 1965 Gauthier would sing "Je suis de nationalite quebecoise- 

fianqaise" and then, after 1970 "Je suis de nationalite quebecoise" (Chamberland and 

Gaulin, 1994: 1 1 0). 

The materialist statism of the Quiet Revolution was embodied in the socio- 

political mdestation conception of le pays. Le fays became "almost coextensive with 



the temtory of the province of Quebec.. .For all practical purposes, French Canada had to 

be equated with Quebec'' (Balthasar, 1993 : 99). As such, French-Canadian nationalism 

was defmed by the territorial delineation of Quebec as a geopolitical entity: "Only in 

Quebec could there be a real, well-organised and authentic modem French-speaking 

society. This is how French-Canadian nationalism came to be superseded by Quebec 

nationalism" (Balthasar, 1993: 99). This transformed le pays From an abstract, ephemeral 

concept to a material manifestation of its people. In this scenario, lrpays was "no longer 

a question of waiting for the celestial palace or basking in the glorious legacy of an 

accomplished past, but in the hlfilment of the present" (MacDougall, 1997: 34). 

Le pays had shifted &om the realm of folklore and myth, to the realm of reality. It 

was now evoked by the state, the geopolitical manifestation of the will of the Quebecois 

people to assert their self-determination. "As soon as the nation was defined in a Quebec 

perspective, that is, in a territorial perspective, we were asserting that what we belonged 

to was a Francophone Quebec" (Gougeon, 1994: 108). And the primary allegiance to that 

territory was expressed in Quebec nationalism: not French-Canadian nationalism, but 

Qtribicois nationalism. 

With the diminished role of the Church language became the primary source of 

pride, identity, and cultural cohesion: it became thoroughly interwoven with conceptions 

of what it meant to be Quebecois. "Language is a key, it is always just below the surface 

as an issue.. .The French language is by far the most tangible confirmation of Quebec's 

distinct character" (Lemco, 1994: 6). The French language thus became equated with the 

Quebecois identity. "Language became more important in the defence of Quebec society 

than the church and legal institutions" (Dickenson and Young, 1993 : 295). That language 



should be central to the formation of national identity "is not surprising given its 

centrality in education and narrative, both so vital in the formation of national identities'' 

(Jusdanis, 1995 : 47). 

Previously, language had been seen - along with the Roman Catholic religion - as 

one of several distinguishing factors that marked the distinct French-Canadian culture. 

However, with the onset of the Quiet Revolution it became the primary means of the 

formation and expression of the collective Quebecois identity. "The fact of speaking 

French is the one element of Quebecois culture that people invariably specify; the 

Quebecois wouldn't be Quebecois if they didn't speak French" (Handler: 1988: 38). As 

chansonnier Gilles Vigneault stated, "I call the French language langrtagc, mon dotix 

pays, it is through you that I know best how to give myself and to say to everyone else: 

'je t 'atme "'( Beckett, 1969: 5) Thus the French language became the cornerstone of 

Quebecois nationalism. It was the one aspect that united all Quebecois nationalists, even 

during the societal change and upheaval of the Quiet Revolution. As Quebec society 

evolved, the role of the French language would create tensions between ethnic and civic 

nationalism. 

Prior to the popular acceptance of the chansonnier movement in the 1960s, highly 

commodified pop music, enabled by the growth of mass culture following the Second 

World War, dominated much of the Quebec cultural discourse. "The American song 

reigned supreme, most of the time translated into 'lousy' French and interpreted by 

imitator-singers and cheap orchestras" (Brieo, 1969a: 16). This music was and still is 

known as ye-ye music, which is generally perceived of as being an inauthentic, highly 

commodified pop music that was not reflective of the unique Quebecois history, culture 



or experience. "Ye-Ye stars are innumerable, prosperous and adulated.. . Ye-Ye seldom 

sing their own songs or even the songs of Canadian composers. They sing many 'French' 

versions of American (or Enghsh) hits and also lots of 'French' songs from France" 

(Rudel-Tessier, 1966: 30). The chansonniers on the other hand were considered 

authentically Quebecois: "the language is French, but the mentality and the sense are not. 

The music might seem to be of folklore, gypsy, classical or jazz origin, but the mentality 

and the sense are authentically Quebecois" (Demant, 1965a: 4). 

Chanson derived its authenticity from the fact that as a musical form it was rooted 

in Quebec tradition, it was performed in French, it spoke directly to the experiences of 

the Quebecois, and Quebeckers constituted the primary audience. "La cha~~sorl pCjbLjcois 

exists and is well integrated into modem life.. .it is authentically Quebecois, in its 

content, in its form and in its purpose.. .One finds in it a poetry, a music, a performance 

which responds to the Quebecois reality" (Roy, 1 977: 1 25, author's translation). Grenier 

writes that "in the context of this dualistic musical field, where an artist's or a music's 

affiliation with chanson or pop-rock said it all, only the former had an authentically 

Qaibicozs aura.. . [chanson ] was assumed to be not simply an influential popular genre 

but the only authentically Qubicois music" (1993: 220). As noted in the theoretical 

overview, the concept of authenticity is important because - prior to post-modem 

conceptions of authenticity with its multiplicity of meaning, ironic denial of meaning, and 

fragmentation of identity - it speaks to the validity with which a music can be said to 

represent the perceived experience of the artist and the audience, as opposed to an 

inauthentic music which can be seen as an empty, untrue or invalid representation of 

experience and thus merely a commodification of the potential of experience. 



(As a result of the post-modern reconceptualisation of authenticity notions of the 

(in)authenticity of y&yi and other seemingly inauthentic music has been reassessed. In 

the post-modem conception, the camp and reappropriation of cultural artefacts by ye-ye 

artists [ends it the ironic ephemerality of meaning that Grossberg refers to as 'authentic 

inauthenticity' . The changing conception of authenticity will be important to bear in mind 

as this discussion proceeds through the historical overview and into the discussion of 

post-modem music in Quebec.) 

The chansonniers were very much of the people of Quebec. They carried on the 

tradition of the folk singers, presenting original songs that echoed the same themes that 

Quebeckers had heard for years at the hearths of the family homes and at family 

gatherings. "The chansonniers [occupied] a middle ground between poetry and the North 

American 'popular' song. In a sense, they [were] the descendants of early Quebec 

trappers and woodcutters who carried and shaped songs which later became important 

branch of Quebec's folklore." (Roiter, Dec. 1970c: 36) The chansonniers "took their 

inspiration From folklore, the native soil, the legends brought down by the first French 

settlers in Quebec, great story tellers" (Brien, 1968: 16). The music that the chansonnien 

composed and performed reflected and continued the cultural patrimony that all 

Quebecois had inherited. While pop music outside Quebec was also marked by the 

popularity of romantic, traditionally-influenced folk music, such as was performed by 

Bob Dylan, Pete Seeger and others, it can not be said to be as formative, as socially and 

politically influential nor as emblematic of the societal reilgeist elsewhere as it was in 

Quebec. 



It can be argued that artists have often played a crucial role in the development of 

cultural movements such as nationalism. "A quick glance at the history of nations 

indicates that artists and creators are often ahead of their time in proclaiming realities that 

the masses only later come to understand and appreciate. Art often drives a cenain form 

of progress and Quebec has not been exempt from this rule" (L'Herbier, 1977: 98, 

author's translation). That said, it could be argued that "the relationship behveen art and 

nationalism goes even deeper in Quebec. Artistic creation in this province not only 

reflects political and socio-cultural struggles, it is part of them. Quebec's national identity 

depends, to a large degree, on her cultural identity" (Nardocchio, 1986: xii). The close 

relationship between art and social movement became increasingly evident as the Quiet 

Revolution progressed and Quebecois nationalism became an increasingly prominent 

feature of the Quebec cuitural discourse. "In the 1960's artists became the leading voices 

of Quebec nationalism.. . the strongest impact came fiom the chansonniers whose ballads 

stress the uniqueness of the Quebec identity" @ickinson and Young, 1993 : 289). 

According to chansonnier Gilles Vigneault "many believe that the chansonniers have 

been and remain the most efficient artisans of our Quiet Revolution, maintaining that 

[they] have awakened our self-consciousness with [their] songs" (as quoted in Vincent, 

1967: 46). Indeed, the chansonniers were documentarians and poets of the Quiet 

Revolution: they were "the producers and products of contemporary Quebec myths" 

(MacDougall, 1997: 1 1). 

The contemporary myths on which Quebecois nationalism was founded were built 

upon the remembered whispers of the myths long spoken in Quebec. "This new 

nationalism may be seen as a continuation of the traditional French-Canadian ideology. It 



[was] dedicated as much, if not more, to the preservation of a francophone nation in 

North America" (Balthasar, 1993, 97). Even as Quebec moved forward into a new era of 

self-assurance and self-determination, the nationalism was heavily informed by the 

traditional concern for szirvivance and the weight of a history that was marked by 

oppression. Jusdanis observes that "although nationalism has one foot on the path 

towards modemisation, the other is rooted firmly in the past, the primordial identities on 

which the nation-state rests" (1995: 43). The chansonniers were Janus-faced sentries of 

the Quiet Revolution. With one visage they looked back upon an idealised, glorious past 

and with the other they looked towards the hture, urging their compatriots onward in 

their struggle for self-identification and self-determination. 

Quebecois artists seemed capable of deftly juxtaposing this "need to establish a 

society which accepts an equal role for French-Canadians in determining the province's 

destiny.. . [with] a common thread of nostalgia for the 'way things were', the idealised 

pastoral existence'' (Nardocchio, 1986: 59). The tendency of the Quebecois to be bound 

by their past, to be constantly aware of their patrimoine is embodied in the Georges Dor's 

song "Les Anc6tres": 

Je parle d'ew sans Ies nommer I speak of those without names 
Car vous portez un peu leurs noms Because you carry their names 
le sais qu'ils Merit pauvres et bons I know that they were poor and good 
Qu'ils etaient tous parents ensembie.. . That they were all our ancestors together.. . 

Dor continues on to rebel against the societal marginalisation that was the legacy of his 

ancestors. This marks a fundamental movement in the discourse of Quebec nationalism. 

The chansonniers of the Quiet Revolution were amongst the first Quebecois artists to 

explicitly articulate a conception of Quebec history as one of oppression, of socio- 

economic and political marginalisation: 



Je parle d'eax par habitude 
Ce que j'en dis c'est pour conter 
L'histoire de Ieur servitude 
Et pour e n .  me rbolter 
Contre le peur et la quihde 
Et c'est pour enfin recolter 
Ailleurs que d'une solitude 
Ce pour quoi ils ont patiente . . . 
(from Les AncPtres) 

I speak of them out of habit 
That which I say is to recount 
The history of their servitude 
And to finally rise up 
Against the fear and the silence 
And it is to W l y  collect 
Elsewhere than in this one solitude 
That for which they were patient.. . 

As the Quiet Revolution took hold, and Quebecois nationalism became more self- 

assured and assertive, Gilles Vigneault emerged as the Poet Laureate of the Quebecois 

nation. "There is no doubt that to almost everyone, Vigneault is the Quebec chansonnier" 

(Vincent, May, 1967: 20). Vigneault's songs were very much rooted in the traditional, 

rural society. "He put into words the beauty of Quebec, the strength and roots of its 

ordinary people and particularly its growing sense of individual identity" (Scott, June 

1974: 10). In Vigneault's tunes there is a residue of the folk dance music that he heard as 

a child growing up, particularly in 'la Danse a Saint Dilon' which not only evokes 

traditional Quebecois dance music, but describes an evening at a dance. "The inspiration 

for his songs has always come and perhaps always will come from Natashquan. This little 

village on the north coast of Quebec where he grew up is his spiritual home" (Beckett, 

Oct. 1969: 6). Vigneault's creative vision was fonned by the sights, sounds and people of 

his childhood home. Indeed, Vigneault once stated that "whoever can talk about his own 

little village can talk about the whole world (Beckett, Oct. 1969: 6). 

Vigneault's lyrics make fiequent references to le p ~ s .  He depicts a romantic, 

pastoral pays that is highly idealised and mystical, as much a state of the soul and the 

imagmatioa as a geo-political entity. This is particularly evident in one of his most 

famous songs, 'Mon Pays': 

Mon pays ce n'est pas un pays My land, it is not a land 



C'est i'hiver 
Mon jardin ce n'est pas un jardin 
C'est la plaine 
Mon chemin ce n'est pas un chemin 
C 'est la neige 
Mon pays ce n'est pas un pays 
C 'est l'hiver . . . 

It's the winter 
My garden, it is not a garden 
It's the plain 
My path it is not a path 
It's the snow 
My land, it is not a land 
It's the winter.. . 

In addition to 'Mon Pays', Vigneault penned two more songs that refer explicitly to ir 

payy in the title: 'Les Gens de Mons Pays' and 'Gens du Pays' which became the 

unofficial anthem of Quebec nationalism. Vigneault explained that for him le pays is "a 

conception of a country that is quite different, that is much more an inner country of the 

spirit.. . the topographical, geographical country is tributary and dependent upon the 

spiritual, interior country, the interior life of every Quebecker" (Scott, June, 1974: 18). 

Thus Vigneault reflects the Quebecois soul which is, in part, shaped by the 

'topographical, geographical country' so that Ie pays is, to a tremendous degree, 

determinate of the Quebecois identity. 

These perceptions of the land speak of a mentality that is still to a tremendous 

degree attached to the land. Despite the modernising effects of industrialisation and the 

statism of the Quiet Revolution, Quebecois nationalism was still marked by a certain 

nostalgic idealisation of the rural, pre-modern attachment to the land. It was a nationalism 

born of and devoted to "this oxymoronic nation - which is and is not a state - and to an 

imagined national subject around which poets and historians spin their tales.. .it is as 

much an imaginary space as it is a politically or geographically bound entity.. .a country 

long coveted by poets, as well as by priests and politicians" (MacDougall, 1997: 12). 

Quebec existed, paradoxically, as both a geo-political configuration and as an idealised 

homeland in the collective imaginary of the Quebecois people. 



This na t i odsm marked a progression from the traditional one in whch le pays existed 

primarily, if not solely, as an idealised, mythologsed ancestral homeland. In the statist Quebec of 

the Quiet Revolution, it takes on important geographc and political meaning. While continuing to 

be informed by the imaginary space that Quebec found in its collective Imaginary. le pays 

'-amculates a notion of community whose boundaries correspond to the province's geograplucal 

limits, which allotvs its members to develop a temtorialised sense of space" (Grenier, 1997: 224). 

Rather than mythrcal evocations of parochial landscapes, le pays started to take on the form of 

specific places. One of the most famous songs to emerge in the chansonnier canon is "La Manic" 

whch was written and origlllrZUy performed by Georges Dor and later made popular by Pauline 

Julien. La Manic tells the story of a young man from Manicouagan: 

Si tu savais comme on s'emuie If you only knew how bored one can be 
A la Manic in the Manic 
Tu m'icrirais bien plus souvent You would write me more often 
A la Manicouagan . . . In the Manicouagan.. . 
Dis moi ce qui se passe a Trois Rivieres Tell me what's going on in Trois k i e r e s  
Et a Quebec.. . and in Quebec City 
Dis-moi ce se qui passe h MontrW.. . Tell me what's happening in Montreal 

This explicit evocation of place is evident in Jean-Paul Fiiion's 'Ti-Jean Quebec' 

. . . TicJean Quebec c'est le gars degourdi Ti-Jean Quebec is the smart young man 
Qui ouvre des terre dans la fond d' Abitibi Who toils in the mines of Abitibi 
C'est l'ouvrier L'pecheur I'homme des bois He is the worker, the fisherman 
Et le rnineur qu defonce 1'Ungava.. . the woodsman 

And the miner who cracks the Ungava. 

Riding the cultural excitement and renewed sense of self that had permeated 

Quebec in the 1960s, fa chanson Quebecois was at the height of its popularity during the 

late 1960s and early 1970s. "This period constituted one of the most prosperous periods 

for the chanson quebecois" (Chamberland and Gaulin, 1994: 139, author's translation). 

This period was one in which a burgeoning Quebec music industry and an unsurpassed 

demand for fa chanson coincided to create a cultural discourse that was lively, dynamic 

a d  innovative. It was "marked by an unprecedented dynamism in social and cultural 



activity, engendered.. .in great part by the State which put in place a proper 

infrastructure.. . and which announced coercive measures aimed at promoting Quebec 

culture" (Chamberland and Gaulin, 1 994: 140, author's translation). In 1 973 -74, 

Quebecois artists held 26% of the record sales in the Quebec market. In 1974 the largest 

manifestation of the popularity of la chrmson took place. La SuperFrancoRte was held, 

uniting on one stage Leclerc, Vigneault and Robert Charlebois, in front of more than 125 

000 spectators. 

At this point in time the Quebec music industry was marked by a maturity, 

sophistication and quality that seemed certain to perpetuate its commercial and critical 

success: "our music had shed its trapper's costume and fled the realm of folklore. 

Records, television variety specials, shows and a slew of productions originated from 

wontreal] and we boasted about it" (Fortier, 1987: 10). La chanson had evolved from a 

homegrown expression of local identity to a powerful expression of an increasingly 

confident and worldly Quebecois nationalism, one which was becoming progressively 

more political and, as the 1960s passed, progressively more indipendantiste. 

By the end of the 1960s, Quebec society had changed drastically tiom the heady 

early days of the Quiet Revolution. With the founding of the Parti Qt~ebecois in 1968 

Quebecois Nationalism became an explicitly political ideology. Disturbingly, the 

assertion for independance had taken - amongst a few zealots - violent expression, 

culminating in the deeply divisive October Crisis in 197 1 in which the War Measures Act 

was invoked by the federal government, an event that created great resentment amongst 

Quebecois nationalists. One could safely say that the "Quiet Revolution was really over 

by the beginning of the 19703' (Gougeon, 1994:94). 



The anger that the invocation of the War Measures Act provoked among 

Quebecois Nationalists was expressed by Felix Leclerc. Leclerc had came back to 

Canada in 1970 after spending twenty years in France: "In Quebec we'd been asleep for 

thirty years and then we began to wake up. I wanted to be a part of it." (Champagne, 

1973 : 18). In his song entitled L 'Alouette en Colere Leclerc's words echo a fatigue and a 

frustration which spoke for many in the Quebecois nationalist movement: 

J'ai un fils enrage 
Qui ne croit ni a Dieu 
Ni a diable ni a moi. 
J'ai un fils icrase 
Par les temples a finance 
Ou il ne peut entrer 
Er par ceux des paroles 
D'ou il ne peut sordr 

I have a Son enraged 
Who believes not in God 
Nor in the Devil nor in me. 
I have a son who has been crushed 
By the temples of finance 
Which he cannot enter 
And by their Edicts 
He may not leave 

J'ai un fils depouille I have a son disinherited 
C o m e  le t it  son Pere Just as his Father was 
Porteur d'eau, scieur de bois, drawer of water and hewer of wood 
Locataire et chomew tenant and labourer 
Dans son propre pays. In his own country 

Leclerc was expressing the frustrations of a people who increasingly desired a political 

expression and self-determinacy that they were unable to find within the current political 

configuration of Canada. "Here the English presence brought about a paradox that was 

also the fair expression of the fundamental and ongoing tragedy of the Quebecois people: 

to live in a country that does not belong to them" (Roy, 1986: 108, author's translation). 

In 1976 the Pmti Quebecois came to power riding a separatist platform. Ia 1977 

the PQ government passed The Charter of French Language of 1977, known as Bill 10 I .  

Bill 101 "underscored that the French language 'permitted the French people to express 

their identity.' To this end, French was to become the official language of the state and 

the 'normal language of work, education, communications and business"' (Dickenson 

and Young, 1993 : 3 10). Because the French language was perceived to be the cultural 



identification nonpareil, it could be assumed that with the legislated protection of the 

French language the struggle for cultural survivance was somehow over. Bill 10 1 was an 

act of self-determination and important gesture of self-aErmation on the part of the 

Franco-Quebecois community. It was an attempt to solidify the fiancophone majority in 

Quebec, and by doing so, to alleviate the threat of cultural absorption into the massive 

English-speaking majority of North American cultural discourse. "This bill was an 

attempt to express the new-found respect for the French language, both as a vehicle for 

expressing thought and as a symbol of cultural identity" (Roy, 1987: 295). Passage of the 

bill was also a legislative recognition of the strong correlation between the French 

language and Quebecois nationalism. 

The musical landscape reflected the societal tumult of Quebec in the 1970s. The 

once influential chansonniers had given way to a new wave of artists. In 1974, it could be 

proclaimed that "the golden age of Quebec's traditional chansonniers [was] 

past.. .applauded now are singers who no longer speak lovingly of the land but rather, 

shout adoringly of themselves" (Kroll, 1974a: 4). Even Gilles Vigneault acknowledged 

the diminished role of the traditional chansonnier in the newly diversified cultural 

discourse: "it is important to point out that the chansonnier isn't the only mirror in 

Quebec now, fortunately. There are more mirrors and they are bigger. There is the film 

industry now, the theatre, any number of things going on that are very accurate mirrors" 

of Quebecois society (Champagne, 1974: 15). Whereas other forms were now able to 

express - and perhaps hlfill- the needs of the Quebecois, including the recently formed 

political nationalist or indP.pndenttste movement, chanson was at the height of its 

popularity and vitality, albeit in forms that reflected societal changes. 



While chmson as a cultural form retained its relevance, the chansonniers had 

ossified into voices for the establishment. "The Quebec chansonniers [had] now become 

a highly respected pillar of the new Quebec" (Roiter, 1970c :34). They were no longer 

the voice of a historically mxginalised people trying to find an identity but the 

institutionalised voice of a partisan political movement. "The chansonniers spoke to us 

continuously of our ethnic homogeneity, which is to say, of that consciousness that we 

had of forming a distinct group of people, and of the occupation of our temtory" (Roy, 

1986: 1 1 1, author's translation). Gilles Vigneault was no longer a wandering troubadour 

but a spokesman for the separatist movement. 

The chansonniers had given way to a new generation of Quebecois artists who 

spoke not with elegaic wonder at the beauty of Quebec, the power of the land and the 

spirit of the people but who "deliver[ed] up sentiments that [were] charged and engaged 

[with] the spits and growls of Joud' (Kroll, 1974a: 4). Roben Charlebois, who started 

out as a chansonnier, explained that the chansonniers didn't keep up with the times: "For 

a while I came from the same place as the chansonniers and for a while, there was 

nothing but chansonniers around me. It was a period of great freedom and strength, but 

the music of the period was much straighter than the currents of thought that were 

sweeping the world" (Desjardins, 1982: 10). This statement represents a fundamental 

change in the Quebecois mentality. Whereas [a chanson of the early and mid- 1960s was 

influenced primarily by an insular, inward-looking Quebec-centric worldview, the artists 

of the 1970s seemed ready, willing and anxious to embrace the world outside the borders 

of Quebec. 



The portrayal of le pays was still a central motif of chanson, but it too had 

evolved to reflect changes in Quebec society: the traditional Quebecois emphasis on le 

pqys as a bucolic, rural ideal was replaced by a hard-bitten, realistic view of modem 

urbanity. Pierre Latourneau stated that " this is what I love - the city. Cats. buildings, 

streets, people. This is my country. I don't like nature." (Beckett, 1969b: 5). The 

idealised, mystical depiction of Quebec held little relevance for a group of young artists 

who grew up in the highly urban, industrialised Quebec of the 1960s. Michel Rivard of 

Beau Dommage stated that "we were tired of seagulls! We'd all lived in Montreal and we 

found it as alienating listening to the chaasoaniers and wanting to go live in Perce or 

Natashqua, as the Beach Boy trip was in the California scene" (Dostie, 1977: 32). In his 

song "Mon Pays Ce N'est pas un Pays C'est un Job" Charlebois parodies the bucolic 

imagery and the elegaic language of Vigneault's ode "Mon Pays", describing the 

mundane realities of the daily grind of factory life in urban industrial Quebec: 

Ca arrive a manufacture 
ies deux yew fermes ben dur 
Les culottes pas z i p p k !  
En r'tard! 
Ca dit qu' ca fait un flat! 
Ou que I' char partait pas! 
Ca prend tout' pour entrer 
Sa carte de punch dans slots d' la clock! 

You arrive at the factory 
Your eyes finnly shut 
Your fly wide open! 
And you're late! 
You say you had a flat 
Or the car wouldn't start 
It takes all you've got 
Just to punch the clock! 

The outward view of the new generation of Quebecois artists reflected that of 

Quebecois society as a whole. Quebec nationalism and Quebec society were opening up 

to the world, as Expo 67 and the 1976 Montreal Olympics illustrated. As a result, the 

music evolved, incorporating "a mixture of French and American influences; the 

influences of the classic French - and French Canadian - chanso~iers [were] submerged 

beneath the urban rhythms of American rock" @OM, 1972: 46). Quebec music had 



begun to experiment to a tremendous degree with external non-traditional musical forms. 

"AU the genres [were] encouraged, from neo-folklore to progressive rock, up to and 

including jazz and the blues: the musical experimentation attained its summit at this 

time.. . la chmson Quebecois [had become] more and more diffuse" (Flohil, 1972: 46). 

The inclusion of external influences reflected a growing willingness to incorporate 

outside influences and synthesise them into a uniquely Quebecois expression. 

These artists seemed to reflect the Quebecois search for "something that wasn't 

French, that wasn't Canadian, that wasn't American - and yet was all of these things" 

(Griffen, 1989: 48). There was an openness in Quebec that repudiated the meekness 

inherent in the ~rrrvivance nationalism. It embraced the fact that "the world's cultures are 

not insular, [and that] with the development of communications technologies and the 

fundamentally unregulated practices of international business, cultures all over the world 

have been influenced from outside" (Lull, 1992: 17). Indeed, within the work of some 

artists, there was a tacit admission that Quebec was not an idyllic, Elysian Papie. but was 

a modem society replete with all the problems that such a society entailed. Pierre Calve 

seemed to indicate this in "Vivre En Ce Pays": 

Vivre en ce pays Living in ttus country 
C'est comme vine aux ~tats-unis Its like living in the United States 
La pollution les mimes autos The pollution the same cars 
Les memes patrons et la rnemes impots The same bosses and the same taxes 
Lcs petits le gros The big the mudl 
Dans un mihe bateau. . . .4U in the same boat 

Vivre en ce pays Living in this country 
C'est comme vivre auu ~tats-unis Its like living in the United States 
Les mernes danses les memes chansorn The same dances the same songs 
Le m h e  codon et quand tu es mort The same conveniences and when you die 
Ya des tas de gens There are piles of people 
Qui te joue a l'argmt Who wil l  rob you of your money.. . 



The societal self-confidence that the Quebecois formed during the upheaval of the 

Quiet Revolution was evident in the confidence which bristled impatiently through the 

Quebec music industry. " W l e  the rest of the world rewinds its metronomes and waits 

for whatever will come after rock, Quebec composers have gone on their way, forging 

their own alternative: a bastard blend of blues, rock and Quebecois chutzpah!" (Kroll, 

1971: 12) At the centre of the music scene was Charlebois. He seemed not only to lead 

the Quebec music industry, but to personify its self-confidence and its almost impatient 

self-reinvention. "At one time it was very hard for us to project ourselves [outside 

Quebec] but now that Charlebois has shown us the way, we see that we can do it. h d  the 

music is part of a much larger trend" (Kroll, 1974b: 12). 

Not only did Charlebois integrate divergent musical styles and Quebecois slang, 

as had earlier chansonniers, he also integrated urban slang and English into his lyrics. 

Charlebois brought to the music the influence of the city streets, "singing in French, but 

not the France French from Paris, the language of the traditional chaasonniers and the 

snooty international passkey to accceptance in Francophone culture. No, [he was] 

howling his brains out in jowl, the local jargon of the working s t B "  (Griffen, 1989: 44). 

He was the first chansonnier to incorporate joual, the popular, primarily urban argot of 

Quebec into the music. "Some felt that joual was a black mark to be erased from French- 

Canadian culture. Others adopted it as a flag of Quebec nationalism, a symbol of 

Quebecois identity" (Nardocchio, 1986: 50). The inclusion ofjoual, with its often less 

than gracehi tones, is congruent with a general trend that emerged in the 1970s: an 

assertion of modem Quebec's ~e~conf idence  that repudiated the nostalgia of rural 

idealisation and accepted the ugliness of reality as well as the beauty. In the aesthetic of 



the new nationalism, artists were "expressing themselves in the babble of the streets [in 

ways that] had previously been left unsaid.. .parts of Quebec now deemed it of premier 

importance that an artist 'sing like he speaks"' (Kroll, 1974b: 4). Joual thus became a site 

of contestation of authenticity. Increasingly people deemed it necessary that in order to 

reflect the real Quebecois experience in the modem urban world, chanson should be sung 

in the same gritty language with which industrial, urban Quebecois life was lived and 

experienced on a daily basis. 

The Quebec music industry and the cultural influence of la chanson peaked in the 

mid- 1970s. but the rapid growth that had taken place since the late 1950s would not last. 

"Unfortunately, this golden age of Quebec music would not last. From the thriving scene 

of the 1970s, la chanson declined" (Chamberland and Gaulin, 1994: 144, author's 

translation) The decline of the music industry could be attributed to a number of factors. 

"The inflationary outburst that plagued the western world had a direct effect on the music 

industry. During that time, the large companies.. . let go of the Quebec market, provoking 

a de-escalation unparalleled in the industry" (Chamberland and Gaulin, 1994: 3 19, 

author's translation). The recession that slowed much of the world economy in the late 

1 970s had far-reaching effects on the Quebec music industry, as transnational 

corporations reassessed their investment in the industry. "Increased market concentration 

of multinational record companies, greater integration of major labels with international 

multi-media and entertainment conglomerates, as well as long economic recession were 

among the most striking developments of the 1980s" in the Quebec music industry 

(Grenier, 1993 : 209). These developments revealed a structural weakness of the industry, 

and left it in the midst of a crisis. 



The early 1980s were also marked by an identity crisis of sorts for the Quebecois. 

The year 1980 was a particularly important one in the history of Quebec: it was the year 

of the first sovereignty referendum. The majority of Francophone artists declared 

themselves pro-sovereignty and many of them, including numerous chansonniers, 

participated actively in the OUI (pro-sovereignty) campaign. "Their suppon was 

absolute: 'If1 had a name, it would be Quebec' Felix LecIerc told us.. . the sovereignist 

option chosen by most of our chansonniers signified the importance of their role in 

foreseeing the future of Quebec" (Roy, 1986: 1 1 1, author's translation). The loss by the 

OUI forces referendum threw Quebecois nationalism into a state of re-evaluation: "An 

almost general disaffection with Quebec arose.. . which some attributed to the failure of 

the referendum, but which was, in reality, a response to a disenchantment within western 

society as a whole, which caused it to withdraw into itself7(Chamberland and Gaulin, 

1994: 3 19, author's translation). Quebecois nationalism - the tremendous sense of 

collective identity and pride that had paralleled and fieled the rise of la chanson - seemed 

to flounder as it wrestled with the difficulties of administering political power. "The 

frustration, disillusionment and bitterness which followed the defeat of the referendum on 

the sovereignty of the province in 1980 likewise contributed to Quebeckers' loss of 

interest in local music" (Grenier, 1993 : 2 1 1). 

This is not to imply that Quebecois nationalism was moribund. The defeat of the 

referendum campaign and the pragmatic difficulties of political office did not kill 

Quebecois nationalism, but it did provoke a period of uncertainty. It "would be grossly 

mistaken to conclude that nationalism is dead and to write, as some people did, elegant 

obituaries" (Roy, 1987: 30 1). However, Quebec nationalism was clearly not the vital 



force it had so recently been. "The political failure of a certain expression of nationalism 

at the beginning of the 1980's is beyond question.. . [it was] a force dreadhlly battered 

by unparalleled divisions in our history.. .a force broken by a crushing defeat that in the 

end affected the whole of Quebec" (Roy, 1987: 304). In addition to the referendum loss, 

Quebec nationalism was suffering a son of existential malaise: with the implementation 

of Bill 10 I ,  linguistic and cultural survitpunce -arguably the primary concern of cultural 

and political expressions of Quebecois nationalism - had been removed, or at least 

diminished, as an issue of contention. "This new language law at least temporarily 

disposed of what had been a major cause of political activism for over ten years" 

(Nardocchio, 1986: 77) and in doing so forestalled Quebecois nationalism (somewhat 

ironically) by depriving the movement of its primary impetus. 

The Quebec music industry consequently "had to cope with the waning of popular 

interest in so called nationalist music, hitherto a mainstay of popular music in the 

province. Not only was local record production extremely low, but [in the early 1980~1 

sales of albums by Quebecois artists, which usually represents 18-20 per cent of the total 

record sales in the province, had reached an unprecedented low of 10 per cent" (Grenier, 

1993 : 2 1 I). There was a backlash against the appropriation of Quebecois music for the 

political ends of the sovereignists: "Those in power used our music to serve their needs, 

and in doing so turned what was a vibrant industry into the echo of partisan nationalism. 

After the night of November 15 [the night on which the PQ came to power] our music 

was wrapped once more in the folklore and used as a cloak for politics"(Fortier, 1987: 

10). This backlash had a direct effect on some of the artists who had become associated 

with the politicisation of Quebec music: "[the] political turmoil did not only affect 



audiences' tastes and consumption patterns, it also affected, albeit to varying degrees, 

artists who were associated by the public with the nationalist movement - if not with the 

P cnti Quebecois" (Grenier, 1 993 : 2 1 1 ). 

Artists seemed less inclined to identify themselves as carriers of the banner of 

Quebec nationalism; for instance, many Quebecois singers began to sing less in 

colloquial Quebecois French or joual, adopting instead a French that would be more 

internationally recognisable. Artists "sang less in Quebec French than in a French that 

was comprehensible throughout the entire Frmcophonie" (Chamberland and Gaulin, 

1994: 320, author's translation). Some Quebecois bands chose to sing in English for 

artistic reasons: "French is almost exclusively the language of the more traditional songs 

and middle of the road music.. . Rhythcally and phonetically, English is much easier to 

work with . . . French doesn't blend as well with rock music, especially since our Quebec 

ears are so used to hearing American rock and roll."(lbid, 28). 

The vitality of the Quebec music market had beeg diminished, at least in part, by 

the demographic limitations of Quebec. Part of the problem was that. as Charlebois 

explains, "in Quebec you can become an instant superstar, because the market is tiny, but 

then, immediately after, you are deposited at the bottom of the ladder again, because 

there is no room here for more than one superstar at a time." (Desjardins, 1982: 5). The 

presence of such superstars as Leclerc, Vigneault and Charlebois and the cultural shadow 

they cast precluded many younger bands fiom making the cultural impact that they could 

in a broader market. As a result, the cultural imagination became saturated and closed 

very quickly. Quebecois singers had been struck with "the kind of cultural claustrophobia 



that strikes when too many artists spend too much time together in too small a place" 

Additionally, the increase in economic globalism - and the attendant decline in 

protectionism, particularly for cultural industries - posed a serious challenge to 

Quebecois cultural industries. How could the Quebec market, with a population of just 

over 6 million, compete with the twin behemoths of France and the United States? 

Inevitably, the proximity and power of the world's largest cultural producer would affect 

the small Quebec market: "Because of the extremely symbiotic relationship that exists on 

the North American continent, it is unthinkable that the French-speaking enclave known 

as Quebec would not feel the important cultural current pulling from the United States" 

(Desjardins, 198 1, p 12). Furthermore France, in reaction to the increasing prevalence of 

American cultural products, was becoming more protectionist and had adopted a system 

of quotas limiting cultural imports, thereby depriving Quebec artists of a valuable 

French-language market. The "Quebecois seemed skeptical and bitterly aware of the 

difficulties of brealung into the French market" (lazier, 1988:20), thereby hrther 

diminishing the dynamic self-confidence that had characterised the Quebec music 

industry through the 1960s and 1970s. 

Whatever the attributable causes, there is little doubt that Quebecois music 

suffered a serious downturn in the 1980s. Speaking of Canadian affiliates of 

predominantly American record companies, Line Grenier points out that : 

in their attempt to minimise financial risks, and given the limited 
size of the market for French-language recordings, Canadian 
afEliates.. .withdrew almost completely fiom this sector. French- 
language vocal music represented 61 per cent of their total 
production in 1978, but only 5.5 per cent in 1987.. .From 1978 to 
1983, 54 per cent fewer recordings by French-speaking artists were 



released inQuebec.. .The production of albums by local artists, 
which account for three-quarters of total French-language record 
sales in the country, suffered a 53 per cent drop in 1978-79. It 
picked up gradually to approximately seventy-five albumdyear in 
the years following, but still [as of 19931 remains ten per cent lower 
than in 1978 (1993: 210). 

As had been the case since the rise of La Bolduc and Felix Lederc, the fortunes of la 

chanson seemed to mirror the fortunes of Quebec society and, accordingly, Quebec 

nationalism. 

This historical overview has by no means attempted to present a thorough, in- 

depth analysis of the evolution of Quebec society or Quebec nationalism over the past 

fifty years. Rather, it has attempted to contextualise the representation of Quebec 

nationalism in Quebecois music, to construct a historical framework within which 

threlationship of Quebecois nationalism and music can begin to be understood. Having 

traced, cursorily, the evolution of the Quebec music industry and la chanson up until the 

mid-1980s, we will next undertake to examine the state of the Quebec music industry in 

the 1990s. 



Chanter 4: Contemporaw Quebec Music: A Case Study 

Having established a theoretical overview in chapter 2 and a historical overview 

of the relationship of Quebec music and Quebecois nationalism in chapter 3, we are now 

in a position to discuss the formation and expression of local identities in globalization, 

as is exemplied in post-modern Quebecois music. As the literature review stated, this 

will be facilitated by undertaking a case study of the Quebec music industry as it is 

operant in the late 1990s. The case study will consist of a brief overview of some societal 

factors that have directly affected the music studied in this chapter, a brief overview of 

the bands, including an exploration of their music, lyrics, and other forms of presentation 

and, finally, an overview of the Quebec music industry and some of the ways in which it 

is facilitating the formation and expression of local musical entities. 

M e r  the stagnancy of the 1980s, Quebec music has re-emerged in the 1990s as a 

dynamic, innovative and exciting industry. The province's French music scene, "long 

lambasted by its own youth for its eye-rolling sentimentality and in-breeding, is stming 

to speak to and be spoken by the young turks coming through the side doors" (Dudeavy, 

1998a: El). A new culture is taking shape, influenced by fundamental changes in Quebec 

society which have arisen since the Parti Quebecois ascended to power in 1976. "The 

landscape of Quebec culture is changing faster than you can say 'referendum'. . . The old 

Quebecois sound of Gilles Vigneault and Robert Charlebois has been replaced by the 

acid-jau-trip-hop-post-modern-techno-rock mix of Jean Leloup, Bran Van 3000 and 

Daniel Bdangef7(Martineau, 1 998 : 82). 



The historical relationship between music and Quebecois nationalism has been 

weakened, due in part to the backlash of the politicisation of la chmson that was 

discussed in the preceding chapter. " W l e  there is still a relatively high correlation 

between chanson and quebecois, especially French-language music, the latter no longer 

has the same hierarchical or narrow political connotation. Used perhaps less frequently 

ever since it lost its emblematic character, it has become a kind of generic label for any 

popular music createdlmade in Quebec regardless of genre distinctions" (Grenier. 1993 : 

222). In contemporary musical discourse the genre distinctions that Grenier refers to have 

become less and less distinct: "The rejuvenation of popular music in Quebec has been 

marked by the emergence of new artists and the blurring of genre/style distinctions" 

(Grenier, 1 993 : 222). Contemporary Quebecois music exhibits an eclecticism that has 

radically altered traditional notions of Quebecois music: "there no longer exists a single 

centre from which guidelines for establishing the boundaries of popular music's terrain 

are derived just as there is no longer a dear unambiguous set of criteria for defining 

Quebecois music" (Grenier. 1993 : 222). Quebec's musical discourse has broadened as a 

consequence of the expansion of the province's cultural boundaries to incorporate new, 

non-native influences. 

Much of the broadening of Quebec culture has come about as a result of 

drastically shifting demographics brought about by immigration. The Quebec cultural 

discourse is increasingly open to and influenced by the multicultural voices of non- 

European immigrants. "French-speaking Quebec, once largely the preserve of ethnic 

French Canadians, is becoming more than ever a multi-ethnic, culturaUy pluralist 

society.. . [it is] helping to transform the popular definition of a Quebecois identity- and 



seems bound to reshape Quebec's political and cultural life' (Noms, 1998: B 1). Since the 

mid- 1960s the Quebec cultural discourse, which had historically been marked by an 

introspective insularity, has been increasingly open to external perspectives, voices and 

experiences. "The emergence of a pluralistic scene has meant a shift f?om an inward to a 

outward looking orientation, from the maintenance of exclusive boundaries to the 

construction of more inclusive ones" (Grenier, 1993 : 225). 

The new arrivals to Quebec are having a determinate influence on the cultural life 

of their adopted home. "The more these people settle here, the more they open up the 

Quebec society and the more there is a crossover. We're creating a new society. It's no 

longer just French and English. We've gone beyond that" (Noms, 1997b: Al).  It is 

important to note that this new multicultural, multi-lingual discourse is not limited to the 

cosmopolitan centre of Montreal, but has affected Quebec as a whole. Michael Gendron, 

President of Tox Records of Montreal, obsentes that "[wlhat's especially surprising about 

Dubmatique is that this music was so accepted. No one took out their fleur-de-lis flags to 

say 'Hey, there's English in those songs'. . .and what's interesting is that Dubmatique is 

not just a Montreal phenomenon. You go to Chicoutirni, to Abitibi, to the Gaspesie and 

its Dubmatique.. .It's accepted in a general way. Mentalities are changing, and that's 

positive" (Contenta, 1998: At). 

Musically, the transformation of the Quebec cultural discourse is most apparent in 

the emergence of rap or hip-hop as one of the predominant musical forms, particularly 

amongst young people. "The year 1997 was one of real breakthrough in Quebec culture 

for the rap phenomenon which, compared to the rest of the world, was slow to develop 

here" (Harvey, 1999, author's translation). The importance of rap music in the Quebec 



music scene was confirmed when Dubmatique was awarded the Felix (the Quebec music 

industry award) for Group of the Year in 1998. Sigdicantly, rap is a musical form that 

draws its primary influence not from traditional Quebec culture but from the heavily 

urbanised culture of the United States as it began to be configured in the 1980s. 

The incorporation of external cultural influences is a natural consequence of 

globalization. Alan Giguere. president of the Quebec polling fiim CROP, states that 

globalization is having a strong influence on the cultural changes in Quebec: "the key 

driving force behiad that change.. . is the world-wide trend - driven by new technologies 

and expanding trade - toward a 'globalized culture.' Quebec youth are 'buying into that 

international culture' of magazines, music, CD-ROMs and Internet Websites.. .much like 

their counterparts in the industrialized world" (Nonis, 1997b: Al).  Combined with the 

effects of shifting demographics, the interaction of diverse cultures within the context of 

globalization is creating significant changes in the cultural make-up of Quebec. 

The forces that have contributed to shape Quebec in the 1990s have challenged 

previous notions of Quebec's cultural patrimony. With the inclusion of diverse peoples in 

contemporary Quebec the meta-narrative of a shared or collective history as represented 

in the history ofpure laine QuL;bL;cois no longer constitutes a valid history that speaks on 

behalf of all Quebeckers. The history that informed la chanson in the 1950s and 1960s is 

less relevant to young Quebec musicians today: "They're completely uninterested in the 

old-stock stuff - Gilles Vigneault and so on.. .However, they are very, very open to the 

big Quebecois rock, rap or rave hits.. .that draw heavily on foreign Muences, mix 

languages or feature prominent members of ethnic minorities among their performers." 

(Norris, 199%: Al). 



A crucial cultural development has been the maturation of the so-called 'children 

of Bill 10 I ', the first generation of Quebecois to grow up under the auspices of the 

revolutionary Charter of the French Language, popularly known as 'Bill 10 1 ': 

By the early 1970s, English was overwhelmingly the language of 
choice for newcomers to the [province], and that stirred great 
resentment among French Quebecers. Coupled with Quebec's 
declining birthrate, the issue raised politically explosive fears about 
francophones' chances of long-term cultural and linguistic 
survival. . . ln response to those fears, Bill 10 1 cut off access to 
education in English for most immigrant children. The move came 
just as immigration patterns were starting to change, with more 
newcomers arriving from Latin American, Asian and other non- 
European countries (Norris, 1 997a, p . A 1 ). 

Bill 10 1 served to integrate children of diverse ethnic backgrounds into Quebecois school 

systems that had heretofore been primarily pure faine, creating a generation which grew 

up in habitual interaction with people from other nationalities. "Quebecers from all 

cultures and origins chose to look at each other instead of watching their own reflection. 

They began to embrace ambiguity instead of avoiding it" (Martineau, 1998: 82). 

Bill 101 essentially forced immigrants to undertake their education in French, a 

fact that contributed to the development of an impressively multi-lingual generation. 

"New Quebecers easily switch fiom the French they learn at schools, which Bill 10 1 

obliges them to attend, to the English ubiquitous in popular culture, and the mother 

tongue they speak at home. The switching occurs withm conversations and often within 

sentences" (Contenta, 1998: Al). Despite the effects of Bill 101, English still exerts a 

strong influence on the youth of Quebec, primarily because it is the Iinguafrmca of pop 

culture. "A 1994 study of teenagers attending French schools on Montreal Island found 

that allophones - those with mother tongues other tban English or French - still 

overwhelmingly prefer to watch W, listen to the radio and read magazines in English. . . 



The allophone students spent 65 per cent of their TV viewing time watching English- 

language programs, mostly from the United States" (Nonis, 199%: Al).  

Now, as the 'children of Bill 10 1 ' are striding into adulthood, they are 

determining much of the cultural discourse in Quebec as both consumers and producers 

of culture: "they have become a growing segment of the work force and a significant 

consumer market in their own right. They are also having an impact, many believe, on 

contemporary Quebecois youth culture- opening it up to foreign influences and 

profoundly transforming it" (Noms, 1997b: Al). Rapper Spike of the Montreal rap group 

KZ Kombination embodies the multilingual, multicultural background that characterises 

many of the Bill 10 1 generation: "The French language is a beautifid language and the 

language I studied. English is a language I respect because it's an international language, 

and Creole is the language of my pride" (Contenta, 1998: Al). Spike also notes the strong 

influence of American culture. A francophone, Spike said "he did all his early rapping in 

English because he grew up listening to American rap artists like Grand Master Flash. 

American rap was the only game in town until a couple of years ago, when hip-hop from 

France arrived" (Contenta, 1998: A 1). 

Dubmatique is the fiancophone Quebec hip-hop group that has had the most 

conspicuous success of all Quebec bands in the late 1990s. By the end 1998 Dubmatique 

had sold over 125 000 copies of their debut disc, La Force de Comprendre, and their 

second disc, Dubmatique, had just been released. The popular and critical acclaim they 

have received has signalled the acceptance of home-grown Francophone rap. Although 

hip-hopgroups fiom France - notably MC Solaar and LAM - had enjoyed success in 

Quebec, Dubmatique "blew the doors open and brought Quebec music into the '90s 



(before the millennium) by iving Francophone youth a hip-hop group they could call 

their own" (Dunley, 1998: El). Dubmatique has given aspiring Quebecois rap artists a 

home-grown model to emulate and provided the young Quebecois rap fans relevant 

music in a language they can understand. "We're really happy to see that young people 

can identify with what we are doing.. .the youth need a movement that they can identify 

with, a new music, a new culture" @ionnel 1998b, author's translation). 

Youths constitute the primary fan base for Dubmatique and for all the bands in 

this study. Rap is very much a youth-oriented music. As Dubmatique's DJ Choice stated, 

"hip-hop is what the younger generation relates to just the way kids related to rock music 

back in the '60s.. . Rap is definitely what the kids in Quebec are into" (Kelly, 1998, p.F 1). 

Providing youths with Francophone Quebecois role models is an important part of 

Dubmatique's agenda. "Go to any of Dubmatique's sell-out shows, and you'll see a 

venue packed with enthusiastic fans of all ages and colours responding to this outfit's 

smooth, socially conscious hip-hop" (Siberok, 1997: C 1). The Bill 10 1 generation, which 

is driving the present Quebec youth culture, is typically considered to be twenty-six years 

old and under. Rapper Disoul states that "it varies. We have fans who are five years old 

and others who are thirty, it is not targetted at a specific age group. Although there are a 

lot of adolescents who like this music, it is as varied as the public"@ionne, 1998b, 

author's translation). The young fans have been influenced by the multiculturai 

intermingling that is typical of the Bill 10 1 generation, so that they are not only tolerant 

of new c ~ l ~ a l  experiences they are eager for them. DJ Choice says that "the kids that 

come see us are very open-minded and very open to the idea of multicultural exchange, 

which I'm very pleased about"(xellyl 199%: H10). 



Dubmatique is typical of the Bill 10 1 generation. "The three band members 

themselves are emblematic of Montreal's new multicultural face. DJ Choice, who hails 

from the Montreal neighbourhood of Notre-Dame-de-GrPce, has an American mother and 

an Algerian father; rapper Disoul grew up in Dakar, Senegal, with a Senegalese father 

and a Quebecoise mother; and fellow rapper O.TMC was raised in Paris and eventually 

headed to Dakar to study. The two rappers met in Dakar" (Kelly, 1997b: H10). Cultural 

and linguistic diversity is fundamental to the musical philosophy of the group. The group 

tries to stress their philosophy in their lyrical content and in their live presentations. "'At 

our concerts we push the fact that we represent multiculturalism, unity and antiracism,' 

DJ Choice says" (Siberok, 1997: C I). It is a philosophy that the band believes is shared 

by their audiences, a fact that may be said to reflect the new cultural realities of 

contemporary Quebec. DJ Choice explains that "though our fans outside Montreal come 

fiom a mostly white, French-Canadian background, they share similar 

values.. .Compared to the generations ahead of them, this one is open-minded and 

conscious of the fact that you gain fiom sharing with other cultures" (Siberok 1997: C I ) .  

Dubmatique frequently engages in the language switching that is typical of the 

multilingual Bill 10 1 generation. Their music, while sung predominantly in French, is 

interspersed with a considerable degree of English, not simply as a stylistic device, but as 

an integral part of the lyrical content. "This cohabitation of the two languages is a 

distinctive characteristic of Montreal" (Beaulieu, 1998: 74, author's translation). For 

example, their song "Soul Pleureur" fiom Force de Com~rendre includes the passage: 

Ton support m'etais si precieux, Vieux 
Tu me repetais sans cesse "Fais de ton rnieux, si tu vewc tu peux!" 
Ces quelques phrases resumaient clairement ton attachement 
Ta place Qait parmi nous, mais le destin le prit autrement 



Why does it have to be this way? 
In my heart, memories will always stay 
From Heaven you'll be looking down on me 
Now I'm gonna show you what kind of man you want me to be 

Le systeme les entraine et cela jusqu'a ce qu'ils cornprennent 
Que ce pour quoi ils luttent, m'en vaut pas la peine 
Est-ce I'argent qui fera d'eux des Hommes? 
Domez-moi la force de cornprendre cas ces visions rn'assomrnent 
Nowadays, you bow it's dl about the money 
People trip and start to act funny 
Oh this madness goes on and on 
("Force de Comprendre" From the album Force de Comprendre) 

'"Everyone here is bilingual,' said DJ Choice, waving to fellow Dubmatique members 

Disoul and 0. TMC. 'For us it's natural to use both languages, it's a quality Montreal 

has.. . People get along and communicate in whatever language. We try to have the same 

spirit when we make our music" (Contenta, 1998: Al) .  

DJ Choice's allusion to the qualities of Montreal is not gratuitous - the city has a 

strong influence on the band members' lives and on their music. Dubmatique describe 

themselves as being "really determined to create a 'typically Montreal' sound" (Beaulieu, 

1998: 74, author's translation). The diversity of Montreal culture has shaped their music 

as much as their philosophy: "In it, you can hear jazz, soul, rhythm and blues, rock and 

zhouk. It is from dl of these that one creates the Montreal sound, after all rap comes from 

a mixing of other musical styles" (Beaulieu, 1998: 76, author's translation). Indicative of 

the cultural melange that characterises Montreal, the band incorporates a number of 

diverse musical styles within their own: "we wanted to capture the bilingual and 

multiethnic face of Montreal. Most of the guests, be they R & B, hnk, Atiican or reggae 

singers, are from Montreal'' (Siberok, 1997: Cl). The varied composition of the band 

lends itself to a unique and rich sound. "By weaving North American, European and 



Afirican influences into its musical fabric, Dubmatique has given its hip-hop a distinctly 

cosmopolitan flavour" (Siberok, 1997: Cl). This is particularly evident in the 

introduction to the song "Dire," which features a Jamaican ragamuffin chant: "to the 

world, you got something to say well say it and don't deny it.. .say what you say and talk 

what you mean, tell them what you see and ail that you have seen.. ." 

Dubmatique's desire to create 'un son typiquernent montrealaise' stems from a 

strong attachment the city. DJ Choice states that "to me, Montreal is one of the best 

places to live in North America. The violence is not as bad as it is in the States. It's 

multicultural and it's a rich city" (Kelly, 1997b: H10). The band members regularly 

acknowledge the influence that the city wields in their music and their lives. They say 

that "[tlhe quality of life here is superior. Here we have friends of different races and 

cultures; that diversity is one of the suengths of the city.. . here, you have the feeling that 

you can express yourself freely and that if you want to, you can succeed" (Beaulieu, 

1998: 76, author's translation). Despite the fact that two of the band members were born 

and predomiminantly raised in countries other than Canada, the group frequently and 

explicitly identify themselves as Montreders. "We are Montreaiers.. . we talk about life in 

Montreal. This city is our city, it's where we get our inspiration from" (Bergeron, 1997: 

25). Images of Montreal frequently emerge in their lyrics, examples of this include such 

passages: 

Le Menage a trois et Dubmatique sont quatre fois plus efficaces 
Casse les fiontieres sur l'instrumental 
Appliquent leur technique de Paris d Montreal 
Des Halles a Sainte-Cath, mon flow reste intact" 
("Authentiques" from Force de Comprendre). 



The group makes firrther mention of their Montreal roots in other songs such as 

"LYOriginal", "Jamais Prisonniers des Stereotypesy', "Babylone" and "Le Rap Frmqais7'. 

DJ Choice believes that the group's willingness to locate themselves lyrically and 

musically in Montreal creates a special bond between them and their audience: "The kids 

[in Quebec] can identG with what we're saying.. .they've been hearing bands [from 

France] for years, but it's still foreign to them. We rap about Montreal - about their lives" 

(Bergeron, 1998b: 30). Nowhere is the presence of Montreal more explicit or central to 

the evocation of place as it is in "Un ~ t e  a Montreal", an idyllic evocation of an aimless 

summer's day passed in the band's hometown: 

. . . Je t'invite pour un ete a MontrW 
Viens donc tu decouvriras une ville aussi belle que sur une carte postale 
Lorsque la neige a fondu, les sourires confondus 
Laissent presager une aventure qui n'est encore qu'a son debut 
Les arbres ont arbore leurs couleurs, et en choeur 
Des voix accompagnent les tam-tams du Mont-Royal 
Un peu plus loin, des beautes broment en maillot de bain 
Devoilant leurs attributs, quelle we! Je n'en peux plus 
Mon c6ne me glisse d'entre les mains, je passe mon chemin.. . 

Dubmatique7s stated affiliation with Montreal is typical of a tendency of rap 

artists to repeatedly and explicitly identify themselves with their particular 

neighbourhood. As was mentioned in the literature review, rap artists tend to 

"consciously and explicitly claim to speak for their communities.. .it is fiercely localised" 

(Abrams, 1995: 1). Community plays an important role in hip-hop generally, and in 

contemporary Quebecois music more specificalIy. Reflective of this community spirit is 

the fact that Dubmatique collaborated with numerous other Montreal hip-hop artists in 

producing their second album: locals Mr. Len, D-Shade (from Shades of Culture, about 

whom more will be said later in this chapter) and Barnev Valsaint (from NoDeja) .)I 



contributed to the making of Dubmatique. Additionally, '"Authentique' and 'C'est de la 

Bombe' are a result of a collaboration with Parisian rappers 2Bal and Menelik. These 

two titles demonstrate the solidarity of the hip-hop movement worldwide" (Tox Records 

website: 1999). 

As was indicated in the literature overview, the fragmentation of meaning that 

post-structuralism theorises facilitates the potential to conceptualise multiple fragmented 

identities simultaneously (Hall, 1 996: 4; Grossberg, 1 996: 9 1). Despite their strong 

affiliation with Montreal, the members of Dubmatique do not necessarily restrict their 

identity to that of montrealaise: 

You could say that we make Quebecois rap, that we consider ourselves 
Quebecois, Montrealers or citizens of the world.. .it s difficult to state ' I  belong 
to this people, this land, this nation.' We all have a Canadian passport. But two of 
us grew up in Africa. Other cultures have enriched our music. We can't forget 
our origins. The national question is vecy important in Quebec.. .but our 
commitment is social, it lies in working against racism. We come from different 
worlds, so our concerns are intemational instead Peaulieu, 1998: 77, author's 
translation). 

The group can therefore be said to construct their identity based on their experiences 

as Montrealers, Quebecois, Canadians and as citizens of the International 

community. 

The influence of their experiences in f i c a  resonates throughout their songs 

and lends their lyrics a global rather than a local perspective. DJ Choice states that: 

"Our rap is international.. .We express this concept in our song Montreal/ Paris1 

Dakar which connects the three continents we grew up on musically and culturally" 

(Siberok, 1997: C 1). The group's universal outlook can be seen in the lyrics of many 

of the bands songs: "Our songs speak of Montreal because we live there. And when 

we feel nostalgic for our origins, we write about Africa" (Beaulieu, 1998: 77, 



author's translation). Several of Dubmatique' s songs revolve around their 

experiences in M i c a ,  experiences that extend beyond the borders and the awareness 

of Montreal, but that are still meanin@ in the context of Montreal and Quebec: 

Voyage sur 1'Internet et tu verras bien que le Rap continue a envahir la 
planete 
De Montreal a Pairs en passant par Dakar 
car nous n'avons jamais, jamais cesse d'y croire 
Notre Concept est triangulaire, il reunit les Freres et Sews 
sans heurt, peu importe la couleur 
A travers une meme philosophie, 
un mode de vie communemeat appele le Hip-Hop aujourd'hui 
. . . Dedicates a Montreal, Paris et Dakar qui sur 
la melodie n'ont jamais cesse d'y croire 
("Jamais cesser d'y croire" from the album Force de Comprendre) 

And : 

J'ai vu dans les ghettos de Soweto, un peu plus t8t 
Dans les ruelles de San-Francisco, transiter des armes a feu 
Comme un jeu d'enfant, conjuguant drogue 
et prostitution en aversion.. . 
. . . Mais aujourd'hui comme dernain, d'une plume a la main 
Loin de Dakar, loin des banlieusards 
lorsque les Montrealites sont dures a percevoir 

Illumine comrne un phare dans la nuit, j'ecris ceci 
("Voir pour le Croire" From Force de Comprendre) 

And : 
Sur tes cbtes j'ai vu le jour, c o ~ u  mon premier amour 
Autant de souvenirs incnistes a ma peau pour toujours 
Comme le discours lointain du Muezzin qui invite ses fieres 
A la priere, me reveillait tous les matins 
Que ces images Qaient belles a contempler 
Comme toi Mere Afrique que jamais je n'oublierai 
("'Mere Affique" from Force de Comprendre) 

Bran Van 3000 is the second group upon which this study will focus. Like 

Dubmatique, Bran Van 3000 is based in Montreal, rose to sudden prominence in 1997, 

and deals in the realm of hip-hop. The band has enjoyed extraordinary commercial and 



critical success: their first album, entitled Glee, was released in 1997 and has since sold 

over 250 000 copies, half' of which were sold in Europe. 

Bran Van 3000 is the brainchild of Jamie DiSalvio, a Montreal native who studied 

film in university and got his start in the music business as a night-club DJ and a director 

of music videos for such people as Jean Leloup, Branford Marsdis and Celine Dion. 

DiSalviols training in film - particularly the montage style of editing that he employed in 

making videos - is evident in the music of Bran Van 3000. "DiSalvio's fertile background 

in film-making.. . no doubt influenced his cut-and-paste soundscapes.. .the music echoes a 

world increasingly fragmented and bombarded with information" (Ottawa Citizen, 1998: 

G3). The result is a music that is extremely post-modem, a pastiche built upon an almost 

frantic use of cut and paste. He says that musically "I don't really know what I'm doing. 

But I have a background in film. I have a lot of faith in the editing process. It was more 

like a documentary.. . it's a folk record by a guy who grew up on zapping culture, Atari 

and Pac Man, so there's bleeps and bonks in there." (Edmonton Journal, 1997: p.C3). 

DiSalviols days as a DJ are reflected in the eclecticism which marks Bran Van 3000's 

music. It is an eclecticism that makes the music difficult to categorise, a fact that seems to 

please DiSalvio: "It's fimy to see how people are trying to tag [categorise or label] us, 

but they can't. That's not a problem for us. We didn't give a shit when we made the 

album. If  we did, we would have written more radio-~endly stuff.. .that's the way we 

want it" (Bergeron, 1998c: 39). 

Bran Van 3000 is not a musical group in the orthodox sense of the term; rather, in 

a vein similar to Dubmatique, it can be considered a collaborative community. It is a 

collective drawn from the Montreal music community. "The liner notes on Glee lists 26 



people as part of the Bran Van collective, including enfant terrible of Quebec rock Jean 

Leloup, folkies, rappers and knob-twirlers with aliases like Liquid and Electronic Pierre" 

(Siblin, 1998a: E3). Whereas Dubrnatique make up a single component in the Montreal 

hip-hop community, Bran Van 3000 can be said to constitute a collaborative community 

by themselves. "Led by Bran Man DiSalvio, Bran Van 3000 is a collective of more than 

two dozen musicians who have their parts to play in the Bran Man's montage of samples, 

drum loops, Quebecois rap, faux country.. .and a riot of reference points" (Harrison, 

This collaborative nature of the band is central to their self-concept and to their 

identity as a Montreal band. "~ontrea l  is] truly a cosmopolitan city and it couldn't find a 

better bunch of ambassadors for this multicultural collage than the collective known as 

Bran Van 3000" (Ostroff, 1998). Whereas Dubmatique reflect their unique Montreal-ness 

in their lyrical content, Bran Van 3000 reflects it in their collaborative musical style of 

musical production. DiSalvio believes that the mixed group that gives Bran Van 3000 its 

dizzying eclecticism couldn't arise anywhere else and that it gives Bran Van 3000 a 

unique Montreal flavour: 

N o t  in any other town would you have had 20 musicians playing in 
a living room without ever speaking to an agent or a lawyer. I think 
our music captures the general atmosphere of the town. Everybody's 
chilling out in the summer, all broke. When you have nothing, you 
have nothing to lose, so you party a lot. We're a groove oriented 
city, Montreal music has to be groovy. The stories we write are also 
very Montreal. Like "Ceci n'est pas Une Chanson", which is about 
this English guy cruising a French girl in Laval, or "Forst' 
(Bergeron, 1998c: 39). 

The compositional diversity of the group allows a maelstrom of seemingly 

divergent musical influences to blend into a smooth, coherent melunge: "rap, ska, punk, 



rave, girl pop, boy pop, electronica, acid solaced soul, deep fb& jazz and the spiritual 

confrontations of gospel [are] displayed.. . the natural manifestation of minds open to 

signals and dying to pass them along" (Gr i fk ,  1998: E3). The result is a sonic collage, a 

"pastiche of hip-hop, electronica, acoustica, samples, chuckles, looseness, slickness and 

grooves aplenty, the album now sounds equal parts new-dawn and morning-after-the- 

night-before" (Siblin, 1998a: E3). This eclectic mix was crystallised through the editorial 

ear of DiSalvio, who states that "In making this album.. . 1 realised that deep down I like 

the guitar as much as I like trip-hop, hip-hop and ZZ Top" ("Bran Van 3000: historique", 

1999, author's translation). "Rainshine", for instance, typifies the eclectic style of Bran 

Van 3 000: it starts with an ethereal torch-song refiain, then breaks into a plaintive 

Jarnaican-style ragamuffin chant, which then segues into a heavy guitar style, which is 

then absorbed by a breathy trip-hop chorus, which then gives way to the dance-hall style 

ragamuffin chant. 

The combining and recombining of heretofore divergent sounds lends Bran Van 

3000's music the ephemerality and depthlessness that is typical of the post-modern 

aesthetic. There is little lyrical or narrative depth or development; rather, one finds a 

playfbl and dizzyingly desultory jumping about from one topic to another, from one 

musical style to another, often within a single song. "Ifit is true that this era is marked by 

the advent of the reign of the image, no one is more aware of it than Bran Van 3000" 

("Bran Van 3000: historique", 1999, author's translation). Even within the lyrical 

content, there is a lack of depth that is created by jumping fiom narrative to narrative 

within the some song, evoking what Manuel might call the "ironic detachment of 

contemporary art" ( 1995 : 229). 



Bran Van 3000 does not stay in any one musical place long enough to evoke the 

same sense of place that is evident in the music of Dubmatique. However, at times, 

through the course of the lyrical narrative, an explicit portrayal of place emerges. The 

song "Ceci n'est pas un Chanson" is about an English guy trying to pick up a French girl 

in Laval on New Year's eve. The song is prefaced by a 'shout out' (a dedication of sons) 

to, among other places, the Notre-Dame-de-GrBce (M3G) district of Montreal: 

Yo, this is Bran Man giving a shout out to all the Paris suburbs, 
All the London hounds, all the New York hound dogs, 
And the NDG, misguided. You know it.. . 
Was the night before New Year's Eve, 
I felt a curious desire for donuts, 
I dragged my sorry ass to the city of Laval, 
Where she drank from a Tim Horton's promo cup.. . 

The song "Supermodel" tells the tale of a greasy spoon waitress tiom Thunder Bay who 

goes on to supermodel stardom, and "Drinking in L.A." is the recounting of an 

unsuccessful trip DiSalvio took to Los Angeles to write a screenplay. 

Bran Van 3000 engage in the language-switching that was evident in 

Dubmatique's music, and is typical of the contemporary Quebecois cultural discourse. 

The band performs primarily in English but "performs the odd song in French and enjoys 

a huge French fan base" (Dunleavy, 1998a: El). In "C'eci n'est pas Une Chanson", the 

lyrics switch from English to French and back to English. Bran Van 3000 also mixes 

French and English lyrics in other songs such as "Forest": 

It's not my fault that you lost your way, 
Your insanity will prevail. 
It's not my fault that you lost your way, 
Your insanity will prevail. 
It's not my fault that you lost your way.. . 

Nous etions tous en voyage, quand un brouillard s'approche, 
C'est la foret des regrets amers, des doutes sans remissions, 



A gauche, une vielle femme me dit : 
- Ne faites jarnais ce que je fis. 
- Qu'est-ce que vous fites? 
- Je ne fis rien, je ne dis rien de ma vie. 
("Forest" From Glee, the Canadian album version). 

As successful as their album has been, Bran Van 3000's live performances are 

considered even better: "The band's live show has gone from awkward, energetic and 

endearing to polished, rocking, rollicking good &n" @udeavy, 1998b: D4). Their 

concerts combine their characteristic experimental eclecticism with the added energy of a 

live show. "Bran Van [has] remixed its rainbow of genres, innovating, injecting and 

rejigging. If that mean[s] the occasional stray note or dysfbnctional harmony, it also 

mean[s] a leap into the unknown at a time when too much music is known (Sibiin, 

1998b: E5). The shows are not only renowned for their musical creativity, DiSalvio's 

diector's eye for costume and staging is also invoked: 

While the musical aspect is never neglected, attention is also paid to 
the visual. Imagine: the show commences with a female opera singer 
dressed like Gene Simmons of KISS before the curtain. When it 
rises, the three female singers.. .are dressed in pastel colour dresses, 
long and sheer, and wearing wings Sunday afternoon, all the other 
members of the group were in powder blue vests and frilly shirts. 
You would have thought you were in an Italian wedding! (Saulnier, 
1998) 

The emphasis on costumes allows the band to indulge in the reinvention of themselves on 

a regular and fiequent basis. Embodying Harvey's assertion in the literature review that 

post-modernity provides a "series of stages upon which individuals could work their own 

magic while performing a multiplicity of roles" (1989: S) ,  Bran Van 3000 present 

themselves to their fans in an assortment of assumed identities: as a western band one 

night, a lounge act the next. The quality of the band's live performances has attracted the 

attention of some talented and successful international bands: in the past two years Bran 



Van 3000 has toured with such well- known artists as Massive Attack, Bjork and Pulp, 

and led to a performance at the internationally televised Tibetan Freedom Concert in 

June, 1998. 

Unlike the previous two bands featured in this case study, Shades of Culture have 

not experienced a great deal of commercial success despite the fact that they have been 

together since 1992. Shades of Culture consists of rappers Dark Shade (also known as D- 

Shade) and Revolution and the Dj, DJ Stom. Like Dubmatique, Shades of Culture is a 

multicultural group, whose members have roots in the United States, Jamaica, Egypt, 

Trinidad, northern Europe and Barbados. "The musicians themselves inhabit a multi- 

culti, bilingual universe that raps volumes about the new downtown core's open-minded 

youth culture" (Siblin, 1 998c: D5). 

Compared to Bran Van 3000 and Dubmatique, Shades of Culture produces a 

much more spare, bare bones brand of hip-hop music, influenced heavily by 'oid school' 

(late 1980s) East Coast (primarily New York) rap. The rappers lay sparse, direct 

unilingual English lyrics over simple, lean "beats made by a rhythm machine, digitally 

sampled from vinyl and occasionally manufactured by a live drummer" (Siblin, 1998d: 

84). Despite the simplicity of the sound, Shades of Culture is able to evoke a 

multicultural sound, slipping into "jazz-tinged territory, Jamaican places, sparse rhythm 

beds and cocktail lounges" (Siblin, 1998e: B4). 

As do Dubrnatique and Bran Van 3000, Shades of Culture enjoys the benefits of 

the collaborative community that exists within the contemporary Montreal hip-hop scene. 

Their sole full-length release Mindstate, while obviously the product of Shades of 

Cultures vision and talent, is also a collaborative, collective project. DJ Choice fiom 



Dubmatique contributed to the production of the disk along with Dave-One from the 

Montreal rap group Obscure Disorder. The group also received contributions from other 

community members, such as world champion DI A-Track, Takktiks, Kandu, Mr. Len 

(who provides a Jamaican Dance Hail scat on the track "Shine'') and Desi Delauro. The 

band returned the collaborative favour by contributing to the production of La Carmc's 

self-titled album, with DJ Storm contributing his musical expertise and D-Shade 

contributing lyrically. Revolution of Shades of Culture speaks to the benefits of 

participating in a collaborative community when he says, "the success of [other] bands is 

great for us.. .More people are into hip-hop here in Montreal. We've benefited from that. 

More people are into local rap nohJ' (Bergeron, 1998d: 12). 

In addition to the collaborative community of Montreal, Shades of Culture 

represent themselves as members of the universal hip-hop community. The allegiance of 

Shades of Culture to the highop community is evident in their name: "Shades of Culture 

is less about the crew's racial diversity than hip-hop's own internal sub-movements. D- 

Shade best summarises SOC's philosophy: 'Shades of Culture is a metaphor for all the 

different 'shades' of hip-hop culture. We represent hip-hop culture, we represent it 

all"'(Bergeron, 1998d: 1 2). 

Like Dubmatique, the Shades of Culture exemplify the typical hip-hop affiliation 

with the geographic community in which they live. Whereas Dubmatique explicitly 

identifies themselves with the city of Montreal, Shades of Culture ideate themselves 

with a sub-region - the Montreal neighbourhood of Notre-Dame-de-Griice. Their song 

"The Island I'm From" evokes the area in which they grew up and still live: 

Every Mont Real area, in stereo 
Uh ha, uh ha, for every Mont Real area 



Every area, universal on the globe ya know. . . 
. . . The domicile, NDG, base of operation 
Complete steps of creation with [Dubmatique DJ] Choice and hit 
locations.. . 
. . .Where the parties in the 80s had them swinging off chandilers 
It's NDG, far from Fantasy Island.. . 
. . . I  had black Nike socks and air shocks inside my travel foxes 
For soccer games and the pool at Girouard Park 
Or tossing horseshoes with the dreads until it got dark 
From Prud'Homme to Grand, back to Elmherst 

NDG is referred to again in the song "Paying Rent II" 

I live on the perimeter, on the South Shore.. . 
. . . Yes, this goes out to d the people 
out in N.D.G. FRITZ Each and 
every hip-hop community. 
And yeah keep it on the real 

And again in "The Island I'm from II", enhancing the sense of place with explicit 

reference to two international athletes, Otis Grant and Bruny Surin, who hail from 

Montreal: 

. . . The island I'm from is on my mind forever more 
But yo we make it sure to shake the Earth's floor 
And we be flying through your aerospace like meteors 
Land deep within the core of the 5 14.. . 
. . . Montreal islander residing in the N.D.G. camp 
Keeps knocking out the opponents like the champ Otis Grant 
As well as sprinting on tracks like Bruny Surin 
You'll be in a whole heap of trouble when my wheels start turning.. . 
. . . It's Sunday in the park, Giroaurd, I'm fricken hard 
You should never bite this without the use of polyguard 
From Prud'homme to Walkley, don't even talk to me 
And if you ain't down with D.G. 1'11 wipe you like squeegee.. . 
. . . I Live past Vendome, don't even try to call this Westmount 
I don't really want to dis nobody 
But how you goma test an N.D.G. block party 

The cover art on the Shades of Culture's Mindstate CD is also a tribute to the 

'island' they're fiom. The front cover features a stylised landscape of downtown 

Montreal from the vantage point of the South Shore harbourfront, including a view of 



Mont Royal capped by the famous Montreal landmark, the Mont Royal cross. The inside 

cover is a reproduction of a street map of NDG, emblazoned with the initials of the band's 

home purtier. Finally, on the inside sleeve is a picture of the band standing under the 

street sign at the comer of Girouard and Sherbrooke, right in the heart of Notre-Dame-de- 

Grice, the three of them bedecked in NDG hockey sweaters. Shades and N.D.G.: "These 

three people are proud citizens of N.D.G, the kernel of Montreal's hip-hop scene, where I 

live myself 1 would love this band even if it were just for the song "The Island I'm 

From". where they talk about Montreal in general and N.D.G specifically. Long live 

Shades of Culture and long live N.D.G." (Vallieres, 1 999). 

Lili Fatale is a Montreal group that incorporates aspects of hip-hop. However, 

similar to Bran Van 3000, they are not constrained by any stylistic type; rather, their 

music is marked by a playful intermixing of a variety of musical styles. "Lili Fatale 

surprised us with a special blend of hip pop, slyly riding the line between radio daze and 

cunning club-ism on the band's steady-selling self-titled debut" (Dunlevy, 1998b: D4). 

Each song on their only released album CK80296 (1997) incorporates numerous and 

diverse musical styles, often within the same song: "Feels7' sounds like a 1980s new wave 

neo-romantic pop song; the sampling evident in "Les Djinns" evokes Bristol trip hop; 

"Candy" a commercialised, techno dance song. One song - "La Reel de la Pauvretk" - 

starts with a violin that evokes a traditional Quebecois reel or folk-dance before 

launching into a chugging ska rhythm. "From one moment to the next, the group passes 

from rock to ska without forgetting pop and trip-hop. From one minute to the next, the 

musicians inundate us with electronic sounds serving us next with the good old-fashioned 

grinding of guitars" (Perreault, 1999% author's translation). 



Lili Fatale utilises the same language switching that recurs throughout the music 

discussed in this case study. Although Lili Fatale's three band members - singer Nathalie 

Courchesne, and guitarists Uranien Valceanu and Richard Valmont Binette - are all 

primarily francophone, they switch easily, rapidly and seamlessly from English to 

French. "They are definitely open to the world, flirting with most genres of music and 

using language not so much as a battle horse as a toy with which to amuse themselves, 

zig-zagging between Shakespeare and Moliere, without asking their opinion" (Perrault, 

1999% author's translation). Language switching is evident in several songs. Ln "Feel" 

and "Les Djims" verses are sung in French and choruses in English. The group's first 

single, and most popular hit so far, "Mimi" features the aesthetically unfortunate 

'franglais' refrain "let's go, let's go, let's go, Mirni dance le disco." The first half of 

"Deux Mondes a Part" is sung in English while the latter half is presented in French. 

As was the case with both Dubmatique and Shades of Culture, the city of 

Montreal is a recurrent presence in the songs of Lili Fatale. The city is not merely 

presented as a geographic location, but is evoked as an ambient environment, one that 

informs and e ~ c h e s  the lives of those who Live within it. "Les Amants Modestes" starts 

with the refrain: 

C'est I'ete dans les rues de Montreal 
Et la folie s'est emparee de la capitale 
C'est Ie smash contagieux 
Le bonheur bienheureux 
Qu'il vaudrait rnieux pas 
Aller plus loin que Fa 
Vaudrait mieux pas 
Non non.. . 

. . .Crest I'Qe au pied du Mont-Royal 
Et je pedale devant tes yeux qui me parlent 
Dis-rnoi encore, dis-moi ce qu'on se dit 



Quand tout nous est egal.. . 

. . . Qu'il vaudrait mieux pas 
Aller plus loin que Fa 
Vaudrait mieux pas 
Non non 

Despite the languid warmth inherent in "Les Amants Modestes", Lili Fatale 

portrays Montreal with a gritty urban realism. "Ange en Ville" speaks of the loneliness of 

the contemporary urban existence that pervades Montreal, a city as renowned for its 

seamy underside as for its beauty and its rich cosmopolitanism: 

Ma ville est le paradis de l'anonyrnat et de l'emui 
Et i toi seulement je le dis 
Que si c'etait de moi je partirais d'ici.. . 
. . .Ma ville est le paradis des anges perdus, sombres dans I'oubli 
Mais je sais que tu ne crois pas.. . 
. . . Demain on verra 
Combien de temps tu pourras rester 
Seule sans jarnais aimer personne.. . 
. . .Ma ville est le paradis de tous ces rbeurs 
Qui ne dorrnent pas la nuit.. . 

Another song, "La reel de la Pauvrete' chronicles the bittersweet struggles of a young 

musician making a life by playing music, including busking on the Metro, but choked by 

the poverty such an existence entails: "Cornme c'est beau/ D'etre jeune et aussi pauvre/ 

Comme c'est beau de finir par jouer dans le metro." 

Lili Fatale's affection for Montreal is not just made manifest in their music. On 

the official website, the group invites their fans on a virtual tour of their hometown - 
Montreal "according to Lili Fatale.. .who live in a Montreal you may not know. The 

glamour, bright lights and polished chrome of the Plateau and Rue St. Laurent, that's not 

their styley' (Perrault, 1999b, author's translation). The web page allows a pictorial 



ghrnpse into the Montreal that Lili Fatale frequents on a dady basis, including the marche 

Jean Talon, Rue Ste. Hubert, and a couple of their preferred restaurants and bars. 

The final band on which this study will focus, La Gamic, is composed of two 

females, Natty Soyha and Pinsbury So, and a male, Rakoon, who all grew up in East 

Montreal in the Quartier Hochelaga-Maisomeuve, where they went to school together. 

.Although the band has been in existence for almost eight years, they have only released 

one album, which was self-titled, in 1998. They have received considerable critical and 

commercial acclaim, having sold over 8000 copies of their album in the first two months 

of its release. 

As was the case with Dubmatique, La Gamic claims that "the Americans and the 

French were the principle influences" of the group (La Gamic Website, 1998, author's 

translation). Despite the predominant influence of French and American rappers, the 

music of La Gamic reflects a variety of influences, including classical, opera, Gregorian 

Chant and Celtic music. As do most of the bands in this case study, La Gamic offers an 

eclectic range of sounds: "La Gamic's first album is a veritable musical hybrid. In it, you 

discover facets heretofore unexplored in Quebec rap. More traditional 'grooves', rhythms 

and choruses as original and timeless as opera and also rhythm and blues" ( D i o ~ e ,  

1998% author's translation). This musical eclecticism is a direct result of the diversity 

that exists within the Montreal musical community, a diversity that not only exposed the 

members of La Gamic to diverse forms of music, but also enabled the incorporation of 

such a diversity into their album. "We wanted to do something special and our producer 

knew people of diverse backgrounds" (Diome, 1 998% author'). 



La Gamic have been heavily involved with the collaborative community that is so 

central to the hip-hop scene in Montreal: rapper Natty Soyha has worked with Bran Van 

3000 and DJ Storm of Shades of Culture and the members of Dubmatique collaborated 

on La Gamic's self-titled album which was released in late 1998. La Gamic stress the 

importance of the collaborative spirit of the hip-hopcommunity in the city of Montreal, 

one that not only offers a community of support and resources, but a valuable forum for 

the exchange of ideas: "The notion of collaboration is one of the foundations of hip-hop. 

'It's good to have your own sound, but we wanted to use all things so as not to become 

monotonous" (Dionne, 19984 author's translation). 

Within the mysterious, etheral musical context that La Gamic creates, the group 

addresses real issues that they believe construct the urban reality within which they live. 

"We like to have h, but we realised that we could use hip-hop in a completely different 

manner" (Dionne, 1998a, author's translation). The song "11 kait une fois dans rest", 

relates to the murder of one of their fiends. For La Gamic, the reality of their 

neighbourhood serves as their lyrical muse: "It depends on each person's reality; us, we 

make references about our neighbourhood. There are messages on this album, you may 

not understand them right away, it forces you to listen to the album" (Dionne, 1998% 

author's translation). 

Having briefly discussed five Montreal bands and the societal context in which 

they operate, this discussion will now turn its attention towards the contemporary Quebec 

music industry. The Quebec music industry in the 1 990s has undergone a rennaissance of 

sorts. This has been facilitated at least in part by the development of a local recording- 

industry hfktmcture. "Locaily-owned indies [*independent record labels] have been key 



assets to the industry's commercial revitalisation.. . Their emergence and rapid growth 

provoked a shift in the distribution of power between local and transnational firms in 

Quebec, the consequence of which has been the economic reinforcement of the local 

industry as a whole" (Grenier, 1993 : 2 12). Whereas the industry in the late 1970s was 

stiil primarily controlled by Canadian affiliates of transnational corporations, the Quebec 

music industq is now propelled by a number of locally-owed independent labels and 

distributors. By i 987 "recently-created local firms had gained almost total control over 

record production in the province. being responsible for 90 per cent of new releases by 

French-speaking artists" (Grenier, 1993 : 2 12). 

Notably, of the five bands analysed here, four are produced and distributed by 

locally-owned and operated independent labels. Shades of Culture's Mindstate is 

distributed by Windmill records, an independent label that the band members themselves 

own and operate. Dubmatique and La Gamic are on Tox Records of Montreal, while Bran 

Van 3000 are on Audiogram, also of Montreal. "Audiogram constitutes a perfect example 

of the new, distributor-based companies which have played such a significant role in 

rejuvenating thelocal record industry" (Grenier, 1993 : 2 13). Audiogram has a long 

history of involvement in the Quebec music scene, but has adapted to the changes that 

have occurred in Quebec society as a whole and the contemporary Quebec music scene in 

particular: "Until recently, the Montreal-based company has sported a fairly pure-laine 

roster, featuring Franco stars like Michel Rivard. Laurence Jalbert, and Jean Leloup. But 

Audiogram has gone multicuitural and multilingual in 1997 with a series of surprising 

and intriguing releases" (Kelly, 1997a: E 1). 



The advent of locally-operated independent labels offers the opportunity for 

artists and producers to produce records on a smaller scale, thereby allowing themselves 

to establish a niche in the market without the necessary pre-existing demand which the 

larger scale economies of corporate producers require. Importantly, this allows bands to 

develop a following as a preparatory step towards the anticipation of developing markets 

outside of Quebec. A prime example of this process is Bran Van 3000. The band initially 

financed the production of their own record. Audiogram, impressed by the potential of 

the product picked up the rights to distribution of the album, thereby offering the band a 

valuable expertise and resources that enabled them to have the record distributed. 

Local independent companies therefore provide resources and expertise that allow 

bands to demonstrate their talents to markets they may not otherwise have access to. In 

the case of Bran Van 3000, the local independent label has served as a stepping stone into 

the international market. The popular reception that their deal with Audiogram facilitated 

has led to a record deal with the transnational giant Capitol. "Expected for several weeks 

already, the news of the signing of and agreement for the international licensing of Bran 

Van 3000's album Glee between Audiogram and Capitol (USA) has now been 

confirmed. Audiogram retains the Canadian rights to this album" (c'Communiques"l 

1997, author's translation). According to the deal, Bran Van 3000 has the potential to 

establish their presence within the international discourse, while maintaining 

independence within Canada. 

An important par? of the consolidation of the Quebec music scene has been the 

institution of ADISQ (1'Association Quebecoise de 1'Industrie du Disque, du Spectacle et 

de la Video) as representative group of the Quebec music industry. ADISQ was "founded 



in 1978 to defend the interests of its members and encourage the development of the 

music industry in Quebec." (ADISQ website, author's translation). Initially, ADISQ was 

founded with two particular mandates: "First, the organisation of a collective stance and 

the coordination of the participation of its members in MIDEM.. .the major international 

trade show at Cannes and secondly, in 1979, the annual gala aimed at recognising artists, 

technicians and music industry professionals in Quebec" ("ADISQ Profil", 1999, author's 

translation). 

Not only does ADISQ co-ordinate yearly awards to recognise and showcase 

upcoming and established Quebec musical talent, but it acts as a central industry 

representative: "Quebec's music industry.. . started to gain more visibility and credibility 

in various political arenas. A good part of this lobby has been executed by ADISQ, the 

industry's solitary trade group, whose activities have increased significantly" since 1983 

(Grenier, 1993: 2 14). The formation of ADISQ allowed the Quebec music industry to 

present themselves as a ''united whole composed of accomplished, well organised and 

increasingly powefil trade people who, through this singular representative, voice their 

concerns, defend their interests and take a stand on most national or international music, 

media and entertainment-related issues" (Grenier, 1 993 : 2 1 6). Other, more specific 

activities of ADISQ include: general political concerns involving Quebecois producers of 

music, video and concerts; the development and maintenance of opportunities for the 

Quebec entertainment industry on television and radio; protection of the rights of Quebec 

musical artists and producers, particularly as they pertain to copyright protection, labour 

relations and financing; and promotion and financing of Quebec music production. 



In addition to consolidating itself within Quebec through the collective 

representation of ADISQ, the Quebec music industry has consolidated its international 

representation through its alignment with the transnational Francophone alliance la 

Francophonie. The "Quebecois musical space is increasingly reconstructed as an integral 

part of the encompassing Frmcophonie (international network of French-speaking 

countries, regions and communities) which since the mid- 1980s have become a reletively 

important political and economic force" (Grenier, 1993 : 225). Membership in the 

Francophonie has proven 'hsefbl in opening doors to potentially lucrative exportation 

markets for local products and artists, and in promoting French-language music which 

still occupies a relatively disadvantageous position in what remains a predominantly 

English-language international music business" (Grenier, 1993 :225). A central part of the 

musical role of la Francophonie is the annual series of concerts - held in Montreal, St. 

Malo (France), and Switzerland, among other sites - known as the Francofooliies which 

provide a showcase for Francophone bands from all member states of the Fmcophonie. 

This offers Quebecois artists a valuable opportunity to represent themselves to potential 

new markets outside the province of Quebec. 

The Quebec music industry has embraced new global technologies for the 

purposes of disseminating Quebecois music. This is particularly true of the bands that 

have been featured in this analysis. All of the bands that have been discussed here are 

represented, to varying degrees, on the internet. The bands' record companies administer 

most of these websites. Dubmatique and La Gamic have websites that are accessible 

through the home site of Tox Records, while Bran Van 3000's website is accessible 

through Audiogram's website. Lili Fatale has their own website, although the copyright is 



held by their record company, Sony Canada. Wmdmill Records, the self-owned label of 

Shades of Culture is currently under construction, perhaps an indication of the resource 

Limitations which often characterise small, independent record companies. Additionally, 

ADISQ maintains a website that is representative of the Quebec music industry as a 

whole. 

Typically, the record label websites include a number of common components. 

The most important part of the website is a roster of the label's artists, including links to 

the artist's particular web page. Secondly, record label websites include news releases 

and updates, concert listings and a contact link. Finally, and perhaps most importantly, 

many record label websites include an e-commerce section through which consumers can 

order music directly from the company. This is a facet of the Internet that drastically 

opens up the market to new bands and to independent labels, because it enables them to 

distribute their product without the distributory infrastructure that usually requires 

resources that are unavailable to independent entities. 

As far as representation of the bands is concerned, the most important aspect of 

the websites is that which focuses on the bands themselves. Typically, these web pages 

offer a number of components, the first of which is a brief biography of the band and an 

overview of their music. A second component is an update of the band's activities, a 

"what's new" section, which often chronicles the band's recent and upcoming activities 

such as recording or touring information. Band websites often include lyrics to the band's 

songs: this feature is included in the websites of La Gamic, Bran Van 3000 and Lili 

Fatale. Finally, the websites offer faos an opportwity to get to know the bands better. 

Often they feature i n t e ~ e w s  or personal statements from the band members to their 



fiiends, families and fans in general. La Gamic's website includes a section in which the 

band thanks people in their lives for the support they have offered, and in which they 

send out personal messages. And as we have seen with Lili Fatale's tour of "Montreal 

selon Lili Fatale", the websites can serve as a creative means by which to express the 

band's identity. 

The Internet may be as valuable to music fans as it is to bands and distributors in 

that it allows the expression and exploration of community by interest. Fans often 

construct websites that are dedicated to bands that they have become enthusiastic about. 

Some band websites, such as Dubmatiques allow fans to ask the attists questions. in 

addition, some allot specific times at which fans can participate in a same-time 'chat' 

with the bands. Websites may be devoted directly to bands themselves, or are configured 

along the lines of genre. One such exampie of a genre configuration is the on-line hip-hop 

magazine Canadian Hip-Hop On-fine. "Canadian Hip-Hop Online is a website dedicated 

to promoting all aspects of hip-hop culture, the Canadian hip-hop scene, and its many 

artists. In January 1997, the site came into being as a one-page text only list of 

breakdancing moves, and since that time has evolved into its current state" (Kraft et al., 

1999). The Internet thus serves as a discursive space upon which musical communities 

can form and through which they can express their collective identities. 

The developments in the Quebec music industry have created an industry that has 

been revitalised and rejuvenated since the decline of the late 1970s and early 1980s. This 

research review has attempted to contextualise chanson in the contemporary cultural 

discourse, particularly as it is manifested by the Montreal scene music in the late 1990s as 

represented by the works of Dubmatique, Bran Van 3000, Lili Fatale, Shades of Culture 



and La Gamic. It is now possible to try to ascertain how these developments of the 

Quebec music scene can, in conjunction with the theoretical and historical overviews 

rendered earlier in this thesis, be said to reflect the ways and means by which local 

identity is maintained within the global discourse. 



Cha~ter 5: A Discussion of the Formation and Rearesentation of Local 

Identities in Discourses of Postmodernism and Music 

The preceding case study research has given us a sampling of the post-modem 

musical discourse as it is currently operates in Quebec. This thesis will now analyse that 

music within the theoretical fiarnework provided by the literature review aad the 

historical framework provided by the historical overview of Quebecois nationalism as it 

has been represented in music. It is expected that th~s final discussion chapter will enable 

us to better understand the ways in which local identities are formed and expressed within 

cultural discourses of globalization, particularly as they are exemplified in the 

representation of Quebec nationalism in contemporary music. 

As stated in the literature review, one of the most problematic aspects of 

globalization has been the maintenance of local identities within mass culture. 

Globalization is thought to jeopardise the formation and expression of local cultures and 

identities. As McClimon states it: "The hdamental conflict that exists in the world 

today.. .is not between corporations or nations or trading blocs, but between the forces of 

globalization on one hand and local communities seeking to preserve their own cultures 

on the other" (1996: 7). The heavy centralisation of mass media has the potential, through 

its sheer mass, to preclude small, local entities from establishing a niche in the cultural 

discourse. Through the reach and power of the mass media "we are all interconnected as 

never before, as members of diasporas, professions, in what we wear, eat see and hear, 

without necessarily sharing the same territory" (Jusdanis, 1995: 49). This intercon- 

nectedness is established via communications technologies that have rendered national 

boundaries and spacio-temporal distance almost obsolete and that disseminate cultural 



artefacts around the world, weaving a web of simultaneously received sounds and 

images. The reach and simultaneity of these highly centraiised common images has the 

potential to overwhelm the distinctness of local cultures. 

However, as Appadurai points out, "if a global culture is emerging, it is filled 

with ironies and resistances" (Appadurai, 1996: 29). As such, local communities cannot 

be considered mere passive observers of the global discourse. To assume that 

communities are restricted to unilateral reception of mass media messages with no 

reciprocation of input would be simplistic, and would overlook the active role of the 

subject in the reception and interpretation of those messages. Cultural Studies has taught 

us that all cultural exchange is a negotiated, multilateral process in which the roie of the 

audience is at least equal to the role of the producer. As a result, the interaction of the 

mass media with its mass audiences - which are after all composed of a collection of 

smaller, local audiences - offers the opportunity for subjective determination of meaning 

and, by extension, for local collectives to play an active role in meaning creation in 

global discourses. 

Somewhat paradoxically, the same high-speed transnational communication 

technologies that allow mass culture its reach also facilitate the formation and expression 

of collectives that transcend national boundaries across vast distances in synchronous 

communion. Communications technologies constitute a network of communication 

which enables geographically dispersed populations to gather and communicate in 

temporal synchronicity, creating an opportunity for the formation of collectives by 

circumventing the structural exclusions of highly centralised mass media such as 

television, radio, movies, etc. This is particularly true of the Internet which, although 



constituting a transnational network of communication, is a highly decentralised medium: 

in effect, each participant on the Internet has the ability to transmit and receive messages, 

through the use of e-mail, chat-rooms, MURs, self-administered web-sites, and so on. In 

this manner, communications technology "facilitates the emergence of a sense of 

simultaneity which.. . is essential to the formation of a community" (Smith, 1998: 2 13). 

This is not meant to be interpreted as a strictly technological determinism; rather, the 

simultaneity that the Internet facilitates offers a forum upon which subjective 

determination of meaning can take place in temporal simultaneity. The decentralised 

nature of the Internet allows users to utilise the technological instruments to conduct a 

subjectively driven interaction. 

Communications technology can thus serve as a transnational town common, 

providing forums for the exchange of information and the formation of communities 

based on commonality of interest. In the case study, this capability was exemplified in the 

use of the Internet to construct communities upon the common interest of music. "Hip- 

hop communities on-line provide a broad variety of communications, fiom articles, news, 

audio and video samples to a database providing hip-hop fans with access to new artists 

that they may otherwise not gain exposure to" (Hip Hop Archives, 1999). In such a way, 

"the shrinking of distance and speed of movement that characterise the current era find 

one of its most extreme forms in electronically based communities of individuals fiom all 

around the globe interacting in real time and simultaneousiy" (Sassen, 1996: 2 19). Music 

fans are able to use the virtual space of the Internet to 'gather' and to exchange 

information and opinions about the music of particular bands or, as was the case of 

Canadian Hip-Hop Online, around a particular musical genre. 



Fan pages are a good example of the way in which the Internet can be used as a 

site of community formation. Fan pages enable fans to create their own sites for the 

creation, formation and expression of local musically-oriented communities. Generally 

speaking, fan pages offer varied content such as links to other band or music related sites, 

lyrics of the bands songs, musical tabulature and news or rumours of the band's activities. 

One particular fan web site is "Bran Van 3000" a site administered by Philip Shearing 

(1998). It provides a chat room within which fans can exchange information, opinions, 

anecdotes and other communications related to Bran Van 3000. It also provides links that 

the authors h n k  will be of interest to other fans: "Today I got an email from a man with 

a masta [sic] plan, R-Kade. He recorded a song with Bran Van, on Glee. Check out his 

page. Trust me, its dope, and I don't use that term for everybody" (Shearing, 1998). 

Communications technologies thereby enable the formation of collectivities whose 

common identity is formed through the shared interest that initially drew them together. 

For local collectives, such as bands, the Internet offers a valuable transnational 

means of representation. Importantly, for the sake of representation of identity, the 

Internet allows the opportunity for subjective determination of representation. Through 

the Internet bands can determine how they want to be represented in a marketing forum. 

This self-determination is evident in the personal content that constitutes La Gamic's and 

Lili Fatale's websites. The type of information that is presented can vary; it can include 

biographical information, articles, video and audio samples, or more creative content 

such as the Lili Fatale tour of Montreal. 

The Internet is a means by which local commercial entities can overcome their 

locality and expand their potential markets into the global realm. It is a means by which 



small independent local labels can represent their bands in a way that may othenvise be 

cost prohibitive. Independent labels can sell their products directly to fans, thereby 

precluding dependence on a prohibitively expensive distribution idiastructure. Through 

the inclusion of audio and video samples Internet websites can be a low-cost, 

transnational means of exposing potential fans to the music of the band. 

In terms of Quebec music, the Internet can be seen as a 'deterritorialised' 

equivalent of the boifes a chansons of the late 1950s and 1960s. It allows young 

performers a cheap, readily accessible site upon which to present themselves to potential 

audiences. It also serves as a place where communities of fans can gather to hear music, 

to discuss music and to interact with bands. In some cases, live concerts are broadcast 

over the Internet. This is not to say that the Internet offers the same sense of immediacy 

that the shared physical space of the boites a chanson offered; however, the Internet 

allows bands to represent themselves globally in a way that the boites a chmson and 

Radio-Canada never could. Thus physical locality has given way to the imaginary as a 

site of representation. "The imagination has become an organised field of social practices, 

a form of work (in the sense of labour and culturally organised practices), and a form of 

negotiation between sites of agency (individuals) and globally defined fields of 

possibilities" (Appadurai, 1996: 3 1). One limitation of the boifes u chanson and Radio- 

Canada was that they were restricted for the most part to the geographic contines of 

Quebec. Now Quebecois artists have the opportunity to represent themselves globally 

transcending geo-physical boundaries. 

Globalization is constituted by transnational structures that connect 

geographically dispersed local collectivities and offer them channels of discursive 



expression. It has been marked by an increasingly transnational flow of capital and goods 

as transnational trading alliances have been constructed and protective tariffs removed. 

"Tighter [economic] integration means increasingly that capital goes above and below the 

nation, both splintering it and transnationalising it" (Buell, 1994: 549). In the case of the 

Quebec music industry, globalization has resulted in the creation of new markets that 

have vastly increased the potential market beyond the population of Quebec consumers. 

Transnational alliances are a form of community based upon not upon physical proximity 

but upon mutual interests or concern. The formation of La Francophonie has been the 

most notable of these alliances. La Francophonie is a linguistically defined collective that 

was formed to build and strengthen economic, cultural and social ties between its fony 

four member countries. Because it is configured along linguistic lines, [a Francophone 

has provided "another notion of community, one whose boundaries are not confined by 

Quebec's territory but rather coincides, more or less, with those of francophonie [sic] as a 

pluralistic yet unified entity" (Grenier, 1997: 224). 

As far as the Quebec music industry is concerned, membership in /a 

Francophonle has been particularly valuable in that "most of their operations are centred 

on French language genres" (Grenier, 1993 : 2 12). The formation of a linguistically-based 

transnational alliance, has allowed their linguistically limited industry to tap into new 

markets, especially France which represents a potential market of approximately fifty 

million people. The development of the Frm~~foIies~ which can be seen as the musical 

manifestation of la Francophonie, offers a two-pronged forum for the expression of local 

identity. Firstly, it offers Quebec artists an opportunity to perform in other Francophonie 

member countries thereby exposing them to new markets. At the same time, it presents an 



opportunity for non-Quebecois hcophone  artists to perform at the Francojolie festival 

in Montreal each August thereby allowing new cultural forms to circulate within Quebec. 

This is not just an opportunity for the expression of Quebecois musical identity, but is 

also an opportunity for Quebeckers to participate in the international community of 

francophones, allowing them to represent themselves as members of a distinct, 

linguistically defined collective. The Francophanie can therefore be considered a 

transnational community whose founding principle of linguistic commonality allows the 

expression and, by extension, the protection and perpetuation of Quebec's traditional 

cultural cornerstone - the French language. 

As Buell stated, in the global economy capital flows below nations. This sub- 

national flow of capital allows local economies to act as a form of collective 

representation. In the musical discourse this is well exemplified by the activities of 

locally-owned independent record labels. "Locally-owned indies have been key assets to 

the [Quebec music] industry's commercial revitalisation. They were especially important 

insofar as their emergence and rapid growth provoked a shift in the distribution of power 

between local and transnational firms in Quebec, the consequence of which has been the 

econolnic reinforcement of the local industry as a whole" (Grenier, 1993: 2 12). Local 

labels provide opportunities for performers and fans alike to participate in the expression 

of local identities in a way that transnational corporations are unlikely to. They also allow 

local cultures a degree of control and stability that transnationals may not offer. As was 

shown in the historical overview, when global economic conditions became difticult in 

the late 19705 the transnational corporations that had thus far under-pinned the Quebec 

music industry pulled out, throwing the industry into crisis. However, locally owned and 



operated companies have a temporal, financial and emotional investment in the local 

market that precludes such a withdrawal, thereby conferring upon the market a stable 

presence that might not otherwise exist. 

Because of the economies of scale on which they operate, transnationals often do 

not have the time or the willingness to develop unknown artists. Independent labels work 

at much smaller scales and so do not need to have large sales in order to just* 

production and distribution of small local bands. They have the time to allow small local 

bands to develop their talent and their audience base. This is a process, as mentioned 

earlier, that has been expedited by the rise of global communications technologies, 

particularly the Internet. Independents often act as mediatory agents, spotting local 

performers, developing the talent and a fan base at a local level until the artists attain a 

degree of trans-local fame, at which time transnational corporations will take over the 

production and distribution of the band. As we saw in the case study, this was the case 

with Bran Van 3000 who were initially represented by the local independent label 

Audiogram until such a time that their success drew the attention of the transnational 

corporations, 

Local media serve as a valuable site for the formation and representation of local 

identities, particularly insofar as music is concerned. As was evident in the case study, 

much of what has been written by Montreal bands has been published in the local press. 

Local media serve as a conduit by which communities can commuaicate locally; they act 

as a site of commonality, integrating small collectives into the larger civic community. 

"Local media interaction seems to guarantee the cultural viability of displaced audiences 

by sustaining the routine character of communal life that is being altered by 



globalization" (Sarnpedro, 1998: 140). Importantly, local media serve as feeders for 

national and international media. As a result, local stories can be picked up and 

disseminated at a trans-local level. Thus, the local media as a site of local expression 

becomes a site of national and global representation. 

Local media can also serve as a site of community formation by representing 

shared or common interests within the geographically bound community. Individuals and 

collectives are able to "bring together the pieces of their.. . identities and reassemble them 

in cultural spaces that may be visible only through local media" (Sarnpedro, 1988: 126). 

This is particularly true, in the case of Montreal, of weekly papers such as Hour, 7he 

Mirror md Voir that concentrate on the local culture, particularly on the music scene. By 

focussing on local bands, the local media not only serve as a site of local expression, they 

also offer a point of convergence for those people who would be drawn together in the 

collective interest in music. Local media are particularly important for the representation 

of local collectivities in cities that are generally too large for communities to be 

adequately informed by word of mouth, or other sub-local means of communication. 

The predominance of Montreal music in the cultural discourse of Quebec is 

indicative of the prominence of cities in the global epoch and their consequent prevalence 

in cultural discourse. From the 1930s through to today, Quebec has become steadily more 

urbanised - demographically, economically and culturally. The centrality of the city of 

Montreal in the music upon which this thesis has focussed is a reflection of the 

increasingly urbanised experience of contemporary Quebec. As more and more people 

Live in the urban environment, it will play an increasingly prominent role in the cultural 

discourse of Quebec. The urban centre is bound to have a more determinate role in the 



formation of collective identities, if only because it is a site of s h e d  experience and a 

shaper of common perceptions. As was evident in the historical overview, Quebecois 

music has long been tied in with the predominant or perceived dominant living 

environment. The early chmson, particularly that of Felix Leclerc and Gilles Vigneault 

was characterised by traditional folk musical style and lyncs which evoked a rustic, 

bucolic idyll. As the Quebecois mentality shed the traditional influences of the parochial 

Church system, la chanson of the 1970s reflected a gritty, noisy joual-inflected urban 

chaos. Now, urban centres such as Montreal are the primary environmental influence of 

Quebec music. 

It must be stated that the allegiance to city that has been exemplified in this case 

study is also characterstic of the genre of hip-hop music. As noted in the case study, rap 

bands often affiliate themselves with the urban locale in which they are based. More than 

any other music, rap is an urban music, and the affiliation of its practitioners is to the 

neighbourhoods and the cities where they grew up. "Most rappers define their allegiances 

in quite specific terms, often not simply by city but by neighborhood" (Shusterman, 

199 1 : 6 19). Like their rap forefathers, who express allegiance to communities such as the 

Bronx, Harlem, and Compton, Shades of Culture's primary stated allegiance is not to 

Canada, Quebec or Montreal, but to the neighbourhood of NDG. 

The city is arguably the most post-modern environment, particularly in the age of 

transnational migration. Porter observes, somewhat acerbically, that "much of post- 

modem discourse is posited on, contextualised by and appears to have no knowledge of a 

reality other than the experience of late 2 0 ~  century, western, major cities.. ..post- 

modernists are fascinated and entranced by cities" (1995: 91). Cities are a logical site for 



the formation of communities because their dense and diverse populations create an 

opportunity for people of varied backgrounds and experiences to gather in spatial and 

temporal proximity. This is certainly the case in the Montreal music scene, in which a 

collaborative community has been established that has created a commuaal resource 

base: the expertise and creativity that exists individually amongst bands is shared, thus 

contributing to a growing, thriving community. This sense of musical community stems 

from, and in turn perpetuates, what was referred to in the literature review as "an 

emotionally intensified sense of self (as artists are heard to articulate their listeners' own 

private fears and feelings) and collective excitement" (Frith, 198 1 : 164). The musical 

community of Montreal has provided a network of mutual assistance and support. The 

sense of community is perhaps best described by Revolution of Shades of Culture, who 

states that "the success of [other] bands is great for us.. .We've benefited from that. More 

people are into local rap now" (Bergeron, 1998d: 12). 

The collaborative sense of community that has emerged in Montreal is reinforced 

by the sense of community that informs hip-hop culture as a whole. Shades of Culture 

assert that their primary allegiance is to hip-hop: it is a community that not only informs 

their experience of the world, it gives them a forum to express that experience as well. 

"The myth of community remains central to all the arguments about [music's] cultural 

significance.. .the music is not made by a community but provides a particular sorts of 

community experience" (Frith, 198 1 : 164). Music thus serves as a site of convergence 

and community, an example of community of shared interest as opposed to geographic 

proximity, while simultaneously senring as means of expression of that community. 



Each band analysed in the case study proclaimed a strong f i a t i o n  with the city 

of Montreal. This affiliation was expressed by various bands in lyrics, CD cover art, web- 

sites and in media interviews. Dubmatique is perhaps the band that is most explicitly 

affiliated with Montreal. This is somewhat ironic, given the fact that two of the members 

have spent significant portions of their lives living outside of Montreal. This paradox 

raises an interesting consideration in the discussion of the city as a site of identity 

formation in discourses of globalization. Within globalization, it is not just goods and 

capital that tend to move across national boundaries with greater ease and gequency than 

in previous epochs: people also cross national boundaries with greater ease and 

Frequency. This movement may take the form of tourism or commercial travel, but most 

importantly, for the sake of local identity, it takes the form of immigration. 

When people immigrate they tend to immigrate to cities, primarily because cities 

tend to have more employment opportunities and greater support services available, 

particularly the presence of immigrant communities from the same country of origin. The 

prevalence of immigration has altered the ways in which people identify themselves with 

nations. Historically, in predominantly immigrant-recipient nations such as Canada and 

the United States, nationality has been indicated by hyphenation: ItdimCanadian, Irish- 

American, and so on. "Identity is becoming increasingly personal and symbolic, allowing 

people to take an interest in their roots without committing themselves to ethnic, social 

ties and behaviours" (Jusdanis, 1995: 53). Today, people are less inclined to identify with 

a single community and are more likely to adopt multiple affiliations. As the members of 

Dubmatique indicated, people identlfy themselves with numerous groups simultaneously 

- Montrealer, Quebecker, Canadian, Senegalese - without compromising the importance 



of integrity of any of the diverse identities. The fragmented experience of transnational 

peoples, such as the members of Dubmatique, creates the opportunity for what Grossberg 

referred to in the literature review as the expression of a "multiplicity of identities and 

positions within any apparent identity" (1 996: 9 1). 

Due in part to the characteristically rapid and frequent movement of people across 

national borders in @obdization, people no longer necessarily base their identity on their 

physical location. The global age has "disco~ected people from geographic regions, 

traditional spheres of home, place and identity. For diasporic audiences, identity, 

community and territory do not fit" (Sarnpedro, 1998: 127). The high rate of movement 

of people across national borders diminishes the impoflance of nations in the formation 

and expression of personal identity and in the formation of collective identity. As a result 

of transnational movement, individual subjects have a tendency to pick and choose the 

territorial influences with which they construct self-identity. This speaks to a certain 

ahistoricity of etllnic identity in the global age. The frequent and rapid movement creates 

an "unmooring of identities from what have been traditional sources of identity, such as 

the nation or village" (Sassen, 1996: 2 19), a characteristic that Dubmatique exemplifies 

in their choice to represent themselves as Montrealers, Quebecois, Africans and world 

cltlzens. 

Quebec identity has traditionally been centred on the received, essentialist 

qualities of an inherited etbnic and cultural patrimony. The terms pure laine and vieille 

souche indicated membership in a collective that was defined by, amongst other things, a 

specific geographic placement, an inherited tradition, culture and history. This was 

reflected in la chanson which often spoke of the history of the Quebecois and which drew 



heavily on traditional cultural forms. In the early days, la chmnson was rightly perceived 

as a "geographically rooted, socio-musical history of Quebec as both a people of French 

descent and French-speaking population group in North America" (Grenier, 1997: 224). 

However, such an inherited, historically-determined and tradition-laden culture does not 

necessarily extend to cultural newcomers, a fact that has been a source of significant 

political and social tension within Quebec. 

For groups that shared neither the linguistic, the territorial nor the historical 

inheritance of the Quebecois, the Quebecois culture was, in and of itself, an insufficient 

means of identity formation. As stated in the Literature review, Letourneau states that a 

collective identity is formed through "a given narrative in which a community of 

communication recognises itself' (1995: 104 1). It could be argued that non-Quebecois 

were excluded from narratives present in traditional chanson. and were thus excluded 

from the 'community of communication'. However, through their participation in the 

society the newcomers have contributed to and consequently altered the discourse. "To 

the extent that people of other ethnic origins are absorbed into the collectivity, the latter 

will find it increasingly difficult to conceive of its destiny in terms of its traditional, 

historical experience.. .its past will have little sigruficance, if any for the new members" 

(Breton, 1988: 98). The continuous inherited cultural patrimony around which early 

manifestations of Quebecois nationalism formed do not speak to those who are not 

represented in traditional cultural expressions. "As national institutions have become 

eroded by transnational processes.. . it is less possible to maintain old national myths" 

(Schiller and Fouron, 1998: 153); instead, the old myths are incorporated into a cultural 

discourse which is subsequently transformed by the inclusion of new cultural influences. 



This cultural shift is evident in the sample of music that we have looked at. The 

early chansonniers exhibited traces of traditional Quebecois chanson. As Quebec began 

to open up to the world, the chanson of the late 1960s and 1970s started to incorporate 

musical influences fiom outside Quebec, namely from American musical fonns such as 

jazz, blues and rock and roll. The contemporary music of Quebec is heavily influenced by 

numerous international musical styles, fiom country and western to zhouk, from reggae 

and ska to opera and Gregorian chant. In Dubmatique, Bran Van 3000, Shades of Culture 

and La Gamic, there exists very little evidence of Quebec's musical and cultural heritage 

or of a received history of Quebec culture. A notable exception to this assertion is Lili 

Fatale's 'Le Reel de la Pauvrete' that begins with a fiddle that evokes a traditional 

Quebecois reel. In this case, the exception may prove the rule as Lili Fatale is the only 

band that was analysed that is made up strictly of Francophone Quebeckers. 

The lack of historical continuity in contemporary Quebecois music, at least in the 

musical context this study has concerned itself with, is characteristic of the post-modem 

aesthetic. As was stated in the literature review, post-modernity "transforms the linear 

model of historical time into a series of multiple perspectives." (Kearney, 1992: 585). 

The post-modern fragmentation of meaning alters the traditional notions of linear time. 

Rather than continuing the somewhat linear cultural history that was embedded in early 

chanson, contemporary Quebec groups are reaching outside the Quebec cultural tradition, 

appropriating parallel cultural lineages, picking and choosing fiom a variety of diverse 

cultures for their musical influences. "The 'essentialist' forms of modemism, which still 

assume a historical subject and unified world-view, eventually gave way to a present- 

oriented aesthetic of immediacy, plurality and simultaneity" (Dunn, 199 1 : 125). 



The cultural eclecticism that the post-modern bricoluge represents can be seen as 

a response to the challenges which globalization present to local cultures. To survive in 

the potentially overwhelming and homogenising mass culture, local identities must adopt 

a "complicated cultural strategy designed to preserve the resources of the past by 

adapting them to the needs of the present.. . a strategy of self-presentation that [brings] 

their unique cultural traditions into the mainstream of the mass popular culture"(Lipsitz, 

1997: 3 52). By incorporating, recombining and recirculating mainstream musical 

artefacts, marginalised communities reflexively alter the cultural discourse. This 

discursive determination on the part of subaltern communities may be seen as "the long- 

delayed recognition.. . that their positioning (and that of their audience) within a set of 

social and cultural relations is more determinant of their meanings than their genealogical 

heritage or capacity to evoke myths of the community" (Straw, 199 1 : 372). 

The tendency to consciously diversify homogeneous received histories and 

cultures is nowhere more evident in post-modern discourse than in the appropriative 

composition of rap music. Rap music epitomises the "ahistoricity, playfbl depthlessness, 

and ironic detachment of contemporary art" (Manuel, 1995: 227). Instead of building on 

a single linear heritagey rap reaches out laterally, to pluck sound bites from a number of 

diverse traditions. Rap's "plundering and mixing of past sources has no respect for 

period, genre, and style distinctions; it camibalises and combines what it wants with no 

concern to preserve the.. .historical context of the records it plunders" (Shusterman, 199 1 : 

624). By deconstructing, appropriating and recombioing existing texts, rap music 

deliberately and self-consciously flaunts modernist conventions of linearity and essential 

meaning. While local cultures may be threatened by the sheer volume of the global 



discourse, it paradoxically provides them with an abundance of cultural material to 

appropriate and recombine in their own way. Ample evidence of this was provided by the 

case study. All of the bands that were analysed drew on a variety of diverse musical 

traditions, tiom zhouk (hbmatique) to country (Bran Van 3000), &om ska (Lili Fatale) 

to opera (La Gamic). 

The appropriation and recombination of extant cultural texts alters the cultural 

discourse. As noted in the theoretical overview, cultural discourse is reflexive: each 

aspect of the culture is influenced by the culture as a whole, and in turn influeaces the 

culture as a whole. "Production, circulation and consumption of cultural products.. .each 

moment depends upon the others and is indispensible to the whole" (Johnson, 1986: 45). 

la light of this, national cultures can be understood as being in constant flux in reaction to 

societal changes. Whereas traditional conceptions of nation and culture linked the two 

together in a historical linearity, contemporary conceptualisations of national culture are 

informed by fkagmentation of meaning, time and memory, and inclusion of diverse 

expenences. 

The search for steady points of reference can be very diEcult. It 
is in this atmosphere that the invention of tradition (and of e h c i t y ,  
kinship and other identity marken) can become slippery, as the search 
for certainties is regularly frustrated by the fluidities of transnational 
communication.. . Our very models of cultural shape will have to alter, 
as configurations of people, place and heritage lose all semblance of 
isomorphism (Appadurai, 1996: 44). 

As previous traditions and cultural touchstones become less meaningfbl new ones must 

arise to take their place in order to provide new opportunities for the formation and 

expression of collective identity. This reflects the cultural reflexivity that Fornas referred 

to when he wrote that "changing subjective need and desire structures have met changing 



aesthetic forms.. .new aesthetic conventions develop new expressive forms.. . new stylistic 

means produce new sounds and new narrative forms" (Fornas, 1995: L 16). 

The post-modem aesthetic of pastiche is fundamental to the expression of 

allegiances and d i a t i o n s  to nations. Nationalism "has become an extension of the new 

regime of the self, a task of synthesising suitable elements fiom a variety of traditions 

according to one's own rules and ethics.. . [the] smudging of ethnic boundaries has given 

people considerable freedom in manipulating suitable cultural symbols for a personal 

pastiche" (Jusdanis, 1995: 53). In the case of rap music, the post-modem aesthetic is a 

valuable tool in the formation and expression of identities. As was stated in the literature 

review, "the processes of bricolage and appropriation can be seen as part o f . .  .the 

'incredibly difficult' process of constructing history and identity" (Manuel, 1995: 234). 

By discrirninately picking and choosing bits and pieces from the cultural discourse 

individuals and collectives can contruct new identities to suit new spacio-temporal 

circumstances. This method of identity construction, deconstruction and reconstruction is 

exemplified in Bran Van 3000's stage presentation in which they represent themselves 

diEerently from night to night. 

In a sense, this is where the concept of musical authenticity is imponant. As noted 

in the literature review, modernist conceptions of authenticity refer to "a perceived 

quality of sincerity and commitment" (Frith, 1996: 71) and an "ability to articulate 

private but common desires, feelings and experiences into a shared public language" 

(Grossberg, 1992: 207). In its earlier forms, fiom La Bolduc up to and including the 

chan~onniers~ chanson was considered the authentic Quebecois music: as quoted in the 

historical overview of this thesis, Grenier states that "where an artist's or a music's 



affiliation with chunson or pop-rock said it all, only the former had an authentically 

quibecois aura.. . [chanson ] was assumed to be not simply an influential popular genre 

but the only authentically quebecois music" (1993: 220). Chanson gained much of its 

authenticity from its historic role as a cultural representation of the Quebecois people. It 

was considered an essentially Quebecois cultural form, bearing within it traces of 

traditional Quebecois cultural forms. It was written and performed by Quebecois, for 

Quebecois, in Quebecois French. It spoke of and to the Quebec people with a sincerity 

and commitment that no other music could provide. However, this essential authenticity 

could not withstand the challenges that post-modernity posed. 

Because of the ephemerality of meaning, it becomes problematic to bestow upon 

music any claim to speak unequivocally for a certain truth of experience. As was pointed 

out in the literature review "the sensibility of post-modernity defines a logic of 'ironic 

nihilism' or 'authentic inauthenticity' . . . [which] starts by assuming a distance from the 

other which allows it to rehse any claim or demand which might be made on it" 

(Grossberg, 1992: 225). Post-modem musical texts are not assumed to hold any 

preordained meaning but are considered as "simulacra, as free-floating signifiers to be 

enjoyed for their very meaninglessness" (Manuel, 1995: 233). Because meaning is 

contingent, authenticity is restricted to the time and place in which the music is consumed 

and is not assumed or expected to extend beyond that moment. 

Post-modernity posits that musics "can only be authentic to the particular moment 

of meaning construction in which they are implicated" (Shepherd, 1994: 135), it is not 

immutalbe or  irrevocable but is contingent. However, as this chapter has elucidated, the 

postmodem view of authenticity is too absolute. It is important to remember that in any 



discussion of post-structural contingency of meaning, that each iteration of a sigmfier 

bears traces of its previous iterations. As Eagleton was cited as saying in the literature 

review: "There is no concept which is not embroiled in an open-ended play of 

signlficatioq shot through with the traces and fragments of other ideas" (1983: 13 1). 

Grossberg reminds us that "the meaning is not in the text itself but is the active product of 

the text's social articulation, of the web of connotations and codes into which it is 

inserted" (1986: 66). Similarly, authenticity can not be granted or bestowed upon a 

musical text in isolation from its cultural context, including its prior articulations and the 

articulations of its antecedents which bestow upon it its 'web of connotations' with which 

authenticity is negotiated and understood. 

Nevertheless, the postmodem understanding of authenticity allows us to account 

for the fact that conceptions of authenticity of particular musics shift and alter with time. 

As a result, the inherited authenticity of chanson can no longer be taken for granted. 

Chanson can no longer be considered the only authentic musical form. An important 

consequence of the modified view of authenticity is that it offered legitimacy to voices 

and styles that were previously derided as inauthentic. This opened up the cultural 

discourse to other forms of music. Previous conceptions ofye-ye music have been 

reassessed. In the eyes of post-modernists, the campy reappropriation of American and 

French songs that characterised ye-ye fit into post-modern co~~ceptions of 'inauthentic 

authenticity' of irony, play and deliberate distance from a particular meaning. Post- 

modem authenticity dowed the listening subject to negotiate authentic meaning with any 

number of diverse genres and styles at "the particular moment of meaning construction", 

whether that moment lasted for only one iistening or over the course of time. This shift in 



authenticity allowed young artists to go to global discourses to find music that they 

perceived to be authentic in represented their experiences, they were not restricted to 

music that was seen as apriorz essentially authentic. For many, that music was the rap 

music of the United States inner cities and the insurgent rap scene of France, which not 

ody represented the experiences of (primarily black immigrant) urban youth but did it in 

French as well. 

The search for authentic music is crucial in the formation of collective identity. 

Regardless of the transitory nature of meaning in post-modem authenticity, the music 

must still hold, at least for a moment, a degree of resonance for the listener, even if that 

momentary meaning is the affirmation that meaning is only fleeting and that things are 

never necessarily as they seem to be. "To be authentic means to be both natural and the 

be mie. Authentic rock locates its truth in the lived experience of a community it aims to 

represent, or in the unique creative vision of the community" (Teztlaff, 1994:98). 

Therefore, in order for the identity to be meaningfbl and desired, the music must be 

congruent with the group's sense of self-identity. For many youth of contemporary 

Quebec, that authenticity lies in Quebecois hip-hop. As Dubmatique's DJ Choice stated 

in the case study, the group's willingness to locate themselves lyrically and musically in 

Montreal creates a special bond between them and their audience: "The kids [in Quebec] 

can i d e n e  with what we're saying.. .they've been hearing bands [kom France] for years, 

but it's still foreign to them. We rap about Montreal - about their lives" (Bergeron, 1998b: 

30.) 

The pervasiveness of external cultural influences in the global cultural discourse 

raises concerns about the ability of local identities to maintain their integrity and vitality. 



However, this overlooks the active role of the subject in appropriating culhual goods and 

negotiating meaning with those goods. "At least as rapidly as forces from various 

metropolises are brought into new societies they tend to become indigenized in one way 

or another" (Appendurai, 1996: 32). The post-modern characteristic of reappropriation 

enables local colIeaives to appropriate global cultural artefacts and to recombine and 

recirculate the artefact in a form that is representative of the local. "A band may try to 

imitate exactly the music that comes from abroad. But in a short period of time the 

tendency is to incorporate the new material into their own cultural experience rather than 

try to create something culturally u n f d a r "  (Lull, 1987: 3 1). Through this process, 

local entities are able to absorb, process and rearticulate them in ways that allow the 

expression of local cultures and identities. 

As has become apparent in the course of this discussion, the incorporation of 

influences from external cultural traditions has drastically altered the cultural discourse of 

Quebec. This openness to global culture reflects the changing place of Quebec in the 

world. Early chanson was influenced strongly by the cultural strategy of arntivnnce and 

was, accordingly, highly insulated and inwardly focused. Since the onset of the Quiet 

Revolution Quebec has shed its insularity and opened up to the world. To a degree, this 

has been the result of external economic and social forces: “Via the globalization of 

media, capital and migrant networks, even the most isolated communities are forced to 

engage with postmodernism at some time" (Manuel, 1995: 237). But at the same time, 

Quebec's willingness to embrace globalization is indicative of a society that has attained 

a degree of economic, cultural and Linguistic assuredness. 



Quebec's openness to the outside world is exemplified by the inclusion of 

immigrants into the contemporary cultural discourse. In Quebec "the emerging co ff ective 

identity is partly based on the notion of cultural pluralism" (Breton, 1988: 92). The 

pluralism that is changing the face of Quebec society is prompting changes in 

contemporary Quebec nationalism: "If we suddenly define ourselves as Quebecois, it 

becomes contradictory to define ourselves according to a purely e b c  dimension. We no 

longer have the right to do that. Quebecoispure iuine, quebecois de vieillr souche - to 

my mind these are expressions that no longer make sense, because Quebec inevitably has 

to become even more multi-ethnic than it is now" (Louis Balthasar in Gougeon, 1994: 

108). The influx of immigrants has created a cultural mosaic that has already diminished 

the ethnic and linguistic determination of Quebec nationalism. "A 'francophone' is 

already socially defined as someone who speaks French; not as someone who belongs to 

an ethno-cultural group. In other words, French will become less and less the distinctive 

cuihral attribute of an ethnic community and more and more the means of 

communication of an economic and political collectivity" (Breton, 1988: 98). 

As the case study showed, this dissociation of language and collective identity has 

already started. Far from being linguistically or ethnically defined, the 'children of Bill 

10 1' seem to take tremendous pride in the fact that they are multicultural and 

multilingual. As the effects of Bill 10 1 continue to take root, Quebec "will experience 

variants of the same social processes.. . one of the processes will be the progressive 

dissociation of language from ethnicity, as more and more people of different ethnic 

origins adopt the French language7' (Breton, 1988: 97). In this societal context, tradition 

and ethnicity will increasingly diminish in importance as "[c]ultwal belongingness 



threatens to replace genetic purity in western societies as an old and exclusive form of 

ethnicity" (Sampedro, 1998: 126). 

i\s new arrivals to Quebec are contributing to Quebec society they are asserting 

their ripht to inclusion in the nation. Speaking of the experience of European immigrants 

in the United States, Frederick Buell states that "immigrants claimed to be real 

Americans because, unlike those who merely inherited citizenship, they went through the 

process oftraosformation" that membership in a new society requires (1998: 558). By the 

same token, membership in the nation is not considered a right bestowed by patrimony, 

but is a meritoriously determined recognition available to all who participate in and 

construct the nation. "Now that a Quebec identity is established.. .and that the 'state' is 

seen as the means to pursue it, membership cannot be defined in terms of e t h c  

attributes, but in terms of citizenship" (Breton, 1988: 98). This signals a hndamental 

shift in Quebecois nationalism from its traditionally prevalent ethnic form to one that is 

civic. "Quebec's nationalism, its cultural identity; its ideology concerning other groups 

and their position in society is in the process of transformation. The prevailing social 

definition of who 'really' belongs is in the process of changing" (Breton, 1988: 100). 

Although much of what has been written here has portrayed an optimistic. 

inclusion of global influences in the Quebecois cultural discourse, the process has not 

been without difficulties. "The presence of nonoBritish and nonoFrench groups.. . [has] 

also generated cultural anxiety among the Quebecois.. .the concern is with the possible 

undermining of the cultural character of the society and with the possible erosion of the 

public predominance of language" (Breton, 1988: 95). This anxiety is symptomatic of 

residual concerns of cultural survivance that informed traditional Quebec nationalism. 



Such residual concern was given voice in an extremely public forum when Jacques 

Parizeau blamed the victory of the NON forces in the 1995 referendum on "money and 

the ethnic vote" (Evans, 1996: 126). 

Regardless of this resistant conservatism, Quebec society is undoubtedly 

undergoing fhdamental change, as it has done since the onset of the Quiet Revolution 

forty years ago. It is possible to conceptualise Quebec "as part of a classic post-modem 

shift, a breakdown of old boundaries, ties and authorities, a transition to an ever more 

fluid plurality" (Porter, 1995: 10 1). However, as the example of Jacques Parizeau 

illustrates, this societal transition is not welcomed by all factions of Quebec society, 

particularly political nationalists who have indipendantiste aspirations: Porter states that 

what those nationalists want "is not a postmodern fluidity, but a classically modem 

autonomy, control and power over a discrete and modem totality" (1 995 : 10 1). Whether 

or not that 'discrete and modem totality' is viable is highly doubtful gven the 

fragmentation and multiplicity that marks post-modem discourses. 

This research study has used Quebec nationalism as an example of how local 

identities are formed and expressed in the post-modern discourses of globalization and 

music. As such, it is appropriate that we conclude by briefly discussing how notions of 

nations and nationalism are conceived of in discourses of globalization. So the question 

needs to be addressed: what are the cultural dimensions of 'nation' and nationalism as 

they are present in contemporary cultural contexts? "Nations are no longer so separated 

by their own borders; instead, they - along with a host of new sub- and supra-national 

actors - communicate more interactively in real time, along muitiple, more decentred, 

and more polyglossic communications circuits, and via a greater complexity of positions 



&om which to speak" (Buell, 1998: 550). The change in the nature of nations must then 

also entail a reassessment of nationalism. 'What is most desirable at this point in time 

however, is a transition from a traditional nationalism to a post-nationalism rvhich would 

endeavour to preserve all that is rich and valuabie in the cultural memory of 

nationalism. . . while opening onto more inclusive horizons of interaction" (Kearney, 

1992: 586). 

Traditional conceptions of nationalism deriving f?om a singular, originary 

collective have had, in the heavily migratory transnational globalization, to be 

reconsidered. In the traditional outlook, societies "possessed an internal homogeneity, 

expressed through its language, history, traditions, as well as the arts.. .the notion of 

culture as a shared system enabled them to claim that nationality is a product of 

consensus" (Jusdanis, 1995: 30). It is apparent that in the age of globahation and post- 

modernity, the notions of 'unified wholes', 'internal homogeneity' and 'consensus' upon 

which Jusdanis bases this conception of nationalism are no longer valid. The 

transformation of national cultures by the forces of globalization has shattered previous 

notions of an inherited, insular and territorialised nationalism. However, while 'current 

global reorganisation has had profound effects on culture, these effects have not signalled 

the end of nationalism in the cultural arena7' (Buell, 1998: 55 1). Rather, it can be argued 

that in discourses of globalization national cultures tend to be an amalgam of native and 

foreign cultures. As the transnational forces of globalization flood previously 

homogeneous cultures with new duences  "mono-culturalism [is becoming] vastly less 

suited than bridge-building multiculturalism for creating peoplehood" (Buel, 1 998: 5 53). 



By incorporating external cultures into the native cultural discourse "national culture has 

reworked itself, in short, to adapt to postnational circumstances" (Buell, 1998 : 578). 

It should be noted that the experience of nationalism in the post-modern global 

discourse has not been singular or universal. While some national cultures, such as that of 

Quebec, have adapted to globalization by embracing foreign cultures, other nationalisms 

are marked by an increase in exclusivity. The dissolution of the former Soviet Union and 

the former Yugoslavia have resulted in a sharp rise in ethnically and linguistically 

defined nationalisms. As Eric Hobsbawn explains, with the removal of the societal order 

that the federations of the Soviet Union and Yugoslavia imposed upon their constituent 

nations "the obvious fail-back positions are ethnicity and religion, singly or in 

combinatiod' (1992: 14). Confronted with neighbouring states towards whom a deep 

historical antipathy is felt, nationalism becomes an instrument of protection by exclusion: 

in this situation, nationalism is seen as "the only way to shield primordial identities fiom 

foreign penetration" (Jusdanis, 1995: 48). The result is the vioient ethnic conflicts that 

have erupted in those territories intermittently through the course of the 1990s. 

Before concluding, a find disclaimer is required. Although this study has 

undertaken to explore the musical representation of Quebec nationalism as an exemplar 

of the formation and expression of local identities in discourses of globalization, it should 

not be taken as a definitive or authoritative survey of Quebecois nationalism. Due to the 

limited scope of this research study, it was necessary to take a highly particularised case 

study, that of Montreal music, which has necessarily excluded other equally important 

and valid sites of nationalist discourse, such as rural areas, or the discourses of politics, 

economics or history. A more in-depth analysis of Quebec nationalism would certainly 



benefit by incorporating a wider survey of Quebec's historical, societal, political and 

cultural discourses. 

That having been said, it is hoped that this research discussion has provided 

reasonable understanding of the ways in which Iocal identities are formed and expressed 

within discourses of post-modernity, globalization and music. If this study has adequately 

Fulfilled its objectives, it \ d l  provide a foundation upon which to base firther analysis of 

local identities in globai discourse and upon which to base a further, in-depth analysis of 

the expression of contemporary Quebecois nationalism in contemporary cultural 

discourses. 



References 

hbrams, Nathan D. (1 995) "Antonio's B-Boys: Rap, Rappers and Gramsci's 
Intellectuals" Pooular Music and Society 19 winter: 1 - 19. 

"-4DISQ Profil" (1999) ADISQ <http://www.adisq.com> (May 3, 1999). 

Amin, Samir  (1 997) "The Nation: An Enlightened or Fog-shrouded Concept" Research in 
African Literatures 28 (4): 8-1 8. 

h g ,  Ien (1994) "In the Realm of Uncertainty: the Global Village and Capitalist Post- 
modernity" in David Crowley and David Mitchell (eds.) Communication Theory 
Todav (Stanford, CA: Stanford University Press): 193 - 2 13 . 

Aubin, Benoit (1999) "Global Chic? That's Showbiz" Globe and Mail April 28: A17. 

hppadurai, Ajun (1996) Modernity at Larq  (Mmneapolis: University of Minnesota 
Press). 

Balthasar, Louis (1993) "The Faces of Quebec Nationalism" in David Taras, Beverly 
Rasporich, and Eli Mandel (eds.) A Passion for Identity: an Introduction to 
Canadian Studies (zd ed) (Scarborough Ontario: Nelson Canada): 92- 108. 

Barbeau, Marius (1 962) Jongleur Songs of Old Quebec (Toronto: The Ryerson Press). 

Beaulieu, Carole (1 998) "Rappeurs de Bonne Famille" in Actudite 28 (7) May 1 : 74-77. 

Beckett, Barbara (1969a) "The Poet of Natashquan" Canadian Com~oser, 13 October. 5. 

Becken, Barbara (1969b) "He Loves the City not the Country" Canadian Comooser 45 
December: 5. 

Behiels, Michael D. (1985) Prelude to Quebec's Ouiet Revolution: Liberalism versus 
Neo-nationalism 1945- 1960 (Kingston, Ontario and Montreal: McGill-Queen's 
University Press). 

Behiels, Michael D. (ed.) (1987) Canada Since 1945: Selected Readings (Toronto: Copp 
Clark Pittman Ltd). 

Bergeron, Christophe (1997) "Dubmatique: Rap en Franqais" Chart 89 November: 25. 

Bergeron, Christophe (1998a) "Lil' Lethal Lily" Chart 92 February: 20. 

Bergeron, Christophe (1 998b) "Quebec's French Revol~tion'~ Chart 96 June: 30. 

Bergeron, Christophe (1998~) "Jamie DiSalvio of Bran Van 3000: Tete a Tete" Chart 97 
July: 3840. 



Bergeron, Christophe (1 998d) "Shades of Culture" Chart 10 1 December- January: 12. 

"Bran Van 3000: historique" (1999) Audioeramenlime May 23 
<http://www. audiogram. codartistes/branvan/brmvan. htm> (May 27, 1999). 

Breton, Raymond (1988) "From Ethaic to Civic Nationalism" Ethnic and Racial Studies 
11 (1) January: 85 - 102. 

Brien, Lucien (1968) "Les Chansonniers of the International Hour" Canadian Comooser 
35 December: 14. 

Brien, Lucien (1969a) "Les Chansonniers: Paradoxical Harmony" Canadian Comooser, 
36, January: 15-20. 

Brien, Lucien (1969b) "Les Chansomiers: a New International Artlst, but What About 
the Public" Canadian Composer, 3 7 February: 3 4-36. 

Brien, Lucien (1969~) "Les Chansonniers: Creators of the Chanson of the Future" 
Canadian Comooser, 38 March: 34-36. 

Buell, Frederick (1998) "Nationalist Postnationalism: Globalist Discourse in 
Contemporary American Culture" in American Quarterlv 50 (3): 548-59 1.  

Chamberland, Roger and Gaulin, .Andre (1994) La Chanson Ouebecoise: de la Bolduc a 
Au~ourd'hui (Quebdc: Nuit Blanche ~diteur).  

Champagne, Jane (1973) "A Portrait of a Free Man" Canadian Composer, 86 December: 
18-22,46. 

Champagne, Jane (1  974) "Gilles Vigneault: the roots and reasons for Quebec's music" 
Canadian Composer, 92 June: 10-1 8. 

Charland, Maurice (1 987) "Constitutive Rhetoric: the Case of the Peuple Quebecois" in 
The Quarterly Journal of Speech 73 (2) May: 133- 50. 

Collins, James (1987) "Postmodernism and Cultural Practice: Redefining the Parameters" 
in Screen 28 (2) Spring: 1 1-26. 

"Comrnuniques" ( 1997) Audiomamenligne December 10, 1998 
~h~p://audiogram.com~communique/commu2. h t  @fay 3,  1999). 

Contents, Sandro (1998) "Quebec Hip-Hops to Multiiingual Lyrics: Clubs, Ainvaves 
Filed with New Language Mix" Toronto Star Final Edition April 13 : Al .  

Cook, Ramsay (1995) Canada. Ouebec and the Uses of Nationalism (2" Ed) (Toronto: 
McCleUand and Stewart). 

Crowley, David and Mitchell, David (eds.) Communication Theory Todav (Stanford, CA: 
Stanford University Press). 



Cubitt, Sean (1984) "'Maybellene': Meaning and the Listening Subject" Popular Music 
4: 207-225. 

Demant, John (1965a) "Phenomenon in Quebec" Canadian Com~oser 1 May: 4, 43. 

Demant, John (1965b) "Phenomenon in Quebec: No. 2" Canadian Composer 2 August: 6, 
38. 

Demant, John (196%) "Phenomenon in Quebec: No. 3" Canadian Composer 3 October: 
10. 

De Meyer, Gus (1996) "Cultural Globalization and Local Identity: the Case of Belgian 
Popular Music" in Pooular Music and Society 20 (Spring): 123- 134. 

Denzin, Norman and Lincoln, Yvonoa S. (eds) (1994) Handbook of Oualitative Research 
(Thousand Oaks, CA: Sage). 

Desjardins, Marc (198 1) "Living the Blues in Quebec" Canadian Composer 164 October: 
12-19. 

Desjardins, Marc (1982) "NO Fallen Hero, This Quebec Superstar Succeeds in France" 
Canadian Composer 170 April: 5- 1 1. 

Diamond, Beverly and Witmer, Robert (eds)( 1994) Canadian Music: Issues of Hegemony 
and Identitv (Toronto: Canadian Scholars' Press). 

Diamond, Beverly (1 994) "Issues of Hegemony and Identity in Canadian Music" in 
Beverly Diamond and Robert Witmer (eds) Canadian Music: Issues of Hegemony 
and Identity (Toronto: Canadian Scholars' Press): 1-23. 

Dickenson, John A. and Young, Brian (1993) A Shon Historl, of Quebec (znd ed) 
(Toronto: Copp Clark Pittmm Ltd.). 

Dionne, Bryan (1998a) "Des Jeunes aux Frontieres du Reel" L71tineraire Apnl 1998 
~http://itineraire.educ.i~ttnet/fianc/arch/~ch98/webO498~agamicO498 . html> 
(May 27, 1999). 

Diome, Bryan (1998b) "Les Origines de Dubmatique: Trois Jeunes Quebecois 
Depouissierent Notre Pay sage Musical" L' Itineraire April 1998 
<http :Nitineraire. educ.infiait.net/fim~/ar~h~ar~h98/~ebO498/hiphopO498. html> 
(May 27, 1999). 

Dostie, Bruno (1977) "Pop Music from a Quebec Perspective" Canadian Composer, 124 
October: 26-3 2. 

Dostie, Bruno (1978) "Understanding the Role of Folk Music in Quebec's Scene Today" 
Canadian Com~oser 13 1 May: 4-8. 



Dunleavy, T7Cha (1998a) "Fatale Revelation: Lili Fatale Finds its Place, Left of Centre" 
Montreal Gazette Final Edition Nov. 2: E 1. 

Dunleavy, T'Cha (1 998b) "Funky Town Rocks: a Year's Worth of Good Music Adds up 
to Happening Scene" Montreal Gazette Final Edition Dec 26: D4. 

Dunn, Robert (1 99 1) "Postmodernism: Populism, Mass Culture and Avante-Garden 
Theory. Culture and Socien, 8: 1 1 1-13 5. 

Eagleton, Terry (1 983) Literan, Theory: an Introduction (Minneapolis, University of 
Minnesota Press). 

Evans. J.A. S. (1 996) "The Present State of Canada" Contemuorarv Review 269 
September: 125- 134. 

Featherstone, Mike (1988) "In the Pursuit of the Postmodern: an introduction" Theory, 
Culture and Societv 5: 195-2 15. 

Flo hil, Richard ( 1 972) "Charlebois: Portrait of an Artist in an Alien Surrounding" 
Canadian Composer 74 November: 12- 14. 

Fornas, Johan (1995) ''The Future of Rock: Discourses that Struggle to Define a Genre" 
Popular Music 14 (1): 1 1 1 - 125. 

Fortier, Marc (1 987) "The Rise and Fail of an industryy7 Canadian Com~oser 220: 10- 14. 

Fowke, Edith and Mills, Alan (1984) Singing Our History: Canada's Stow in Sonq 
(Toronto: Doubleday Canada Ltd.). 

Frith, Simon (198 1) "The Magic That Can Set You Free: the Ideology of Folk and the 
Myth of the Rock Community" Po~ular  Music 1: 159-168. 

Frith, Simon (1992) "The Cultural Study of Popular Music" in Lawrence Grossberg, Cary 
Nelson, Paula Treichler (eds.) Cultural Studies (New York: Routledge): 174- 186. 

Frith, Simon (1 996a) "Music and Identity" in Stuart Hall and Paul DuGuay (eds.) 
Questions of Cultural Identin, (London: Sage): 109- 127. 

Frith, Simon (1996b) perform in^ Rites: On the Value of Pooular Music (Cambridge, 
MA: Harvard University Press). 

Gagnon, Alain G. (ed.) (1984) Quebec State and Society (Toronto: Methuen). 

Gerstin, Julian (1 998) "Reputation in a Musical Scene: the Everyday Context of 
Comections Between Music, Identity and Politics7' 42 ( 3 ) :  385- 
413. 

Girow, Robert (ed.) (1984) Les Aires de la Chanson Ouebecois (Montreal: Tryptique). 



Giroux, Henry; Shumway, David; Smith, Paul and Sosnoski, James ( 1984) "The Need for 
Cultural Studies; Resisting Intellectuals and Oppositional Public Spheres" 
Dalhousie Review 64 (Summer) 1984: 472- 486. 

Goddard, Peter and Kamin, Philip (eds) (1989) Shakin' All Over: the Rock and Roll 
Years in Canada (Montreal: McGraw, Hill and Ryerson Ltd.) 

Gougeon, Giles (1994) A History of Ouebec Nationalism (Toronto: James Lorimar and 
Co.). 

Grenier, Line (1993) "The Aftermath of a Crisis: Quebec Music Industries in the 1980s" 
Pooular Music 12 (3) 209-27. 

Grenier, Line (1997) "Crtolite and Francophonie in Music: Socio-musical Repositioning 
Where it Matters" in Cultural Studies 1 1 (2): 207-234. 

Gritfen, John (1989) "The Rise and Fall (and Rise Again) of French Pop" in Peter 
Goddard and Ptulip Kamin (eds.) Shakin' All Over: the Rock and Roll Years in 
Canada (Montreal: McGraw, Hill and Ryerson): 4 1-57. 

Goman, G.E. and Clayton, Peter (1997) Oualitative Research for the Information 
Professional: a Practical Handbook (London: Library Association Publishng). 

Grossberg, Lawrence (1986) "History, Politics and Postmodernism: Stuart Hall and 
Cultural Studies" Journal of Communication Inquiry 10 (2): 6 1-77. 

Grossberg, Lawrence (1992) We Gotta Get Out Of This Place: Pooular Conservatism and 
Postmodern Culture (New York: Routledge). 

Grossberg, Lawrence (1996) "Identity and Cultural Studies: Is That All There Is?" in 
Stuart Hall, and Paul Duguay (eds.) Ouestions of Cultural Identity (London: 
Sage): 87 - 107. 

Grossberg, Lawrence; Nelson, Cary, Treichler, Paula (eds.) (1 992) Cultural Studies (New 
Yo rk: Routledge). 

Hall, Stuart (1980) "Cultural Studies: Two Paradigms" in Media Culture and Societv 2: 
73-86. 

Hail, Stuart (1990) "The Emergence of Cultural Studies and the Crisis of the Humanities" 
in October 53 (summer): 1 l - 23. 

Hall, Stuart (1992) "Cultural Studies and its Theoreticai Legacies" in Lawrence 
Grossberg, Cary Nelson, and Paula Treichler (eds.) Cultural Studies (New York: 
Routledge): 277 - 286. 

Hall, Stuart and Duguay, Paul (eds.) (1996) Ouestions of Cultural Identitv (London: 
Sage). 



Hall Stuart (1996) "Introduction: Who Needs Identity?" in Stuart Hall and Paul Duguay 
(eds.) Ouestions of Cultural Identitv (London: Sage): 3 - 17. 

Handler, Richard (1988) Nationalism and the Politics of Culture in Quebec (Madison, 
W~sconsin: University of Press). 

Harrison, Tom (1997) "Entertaining Diversion: Bran Van 3000's Glee Rates as One of 
the Year's Most Imaginative Albums" Vancouver Province Final Edition August 
7: B6. 

Harvey, David (1989) The Conditions of Postmodernitv: an Enquiry Into the Orinins of 
Cultural Change (Oxford: Basil Blackwell). 

Harvey, Michel(1999) "Dubmatique au Spectrum: a la conquet de l'univers" le site 
officiei de Dubmatiaue May 20 <http://www.dubmatique.com~dubinfo.html> 
May 27, 1999. 

Heider, Diane (1970) "Robert Charlebois in English Canada" Canadian Corn~oser 52 
September: 20- 23. 

"Hip Hop Archives" (1 999) Hio HOD Archives May 8 <http://www. hiphoparchives. corn> 
(May 8, 1 999). 

Hobsbawrn, Eric (1992) L4Nationalism and Ethnicity" Intermedia 20 (4-5): 13 - 15. 

Huyssen? Andreas (1 984) "Mapping the Postmodem" in New German Critiaue 3 3 : 5-53, 

Johnson? Richard (1986) "What is Cultural Studies Anyway?" in Social Text 16: 38-80. 

lusdanis, Gregory (1 995) "Beyond National Culture?" Boundary 2 22 (1): 23 -60. 

Kaplan, E. Ann (1988) "Introduction" in E. Ann Kaplan (ed.) Postmodernism and its 
Discontents @ondon: Verso): 1-9. 

Kaplan, E. Ann (ed.) (1988) Postmodernism and its Discontents (London: Verso). 

Kearney, Richard (1992) "Postmodernity and Nationalism: a European Perspective" in 
Modem Fiction Studies 3 8 (3) Autumn: 58 1-59 1. 

Keith, Michael and Pile, Steve (eds.) (1993) Place and the Politics of Identity (NewYork: 
Routledge). 

Kellner, Douglas (1995) Media Culture: Cultural Studies. Identit). and Politics Between 
the Modem and the Post-modem. (New York: Routledge). 

Kelly, Brendan (1997a) "Audiogram Widens Horizons: Montreal-based Label Bringing 
Non-pure Laine Performers Onto its Roster" Montreal Gazette Final Edition May 
12: El.  



Kelly, Brendan (1997b) "French Rap Group Finally Hops onto Quebec Music Map" 
Ottawa Citizen Final Edition Nov. 29: H10. 

Kelly, Brendan (1998) "New Kids Sweep ADISQ Awards: Old Guard Shut Out of 
W i ~ e r ' s  Circle as Pelletier Takes Home Three Honours" Montreal Gazette Final 
Edition Nov. 2: F1. 

Kraft, Kyle; Gallagher, Ricki and Davis, Nathan (1997) "Introductiony' Canadian Hip- 

HOP Online <http://www.hiphopca.cihost.com~index.html~ (May 20, 1999) 

Kroll, Stephen (1974a) "The Return of a Quebec Superstar" Canadian Composer 87 Jan.: 
4-8. 

KroU, Stephen (1974b) "Christine Charbonneau: a Blend of Blues, Rock and Quebecois 
Chutzpah" Canadian Comooser 96 December: 12- 14. 

La Gamic Website (1998) La Gamic <http:/ /pages. i~t .net/patbd> (May 3,  1999). 

Larue-Langlois, Jacques (1970) "Pop Music in Quebec" Canadian Composer 50 May: 
13-16. 

Lazier, Kate (1988) "A Quebec Music Ladustry Party" Canadian Composer 23 5 
November: 20-22. 

Lemco, Jonathan (1 994) Turmoil in the Peaceable Kingdom: the Quebec Sovereignty 
Movement and its Im~lications for Canada and the United States (Toronto: 
University of Toronto Press). 

LYHerbier, Benoit (1974) La Chanson Ouebecoise: des Origines a Nos Jours (Montreal: 
Les ~ditions de L'Hornrnej. 

Leroux, Jade and Robillard, Maude (1998) "Dubmatique et le Hip-Hop Quebecois" 
Dubmatiaue 
~h~p://calvin.stemnet.d.~a/rdr/old/aout98/aout98/dubmatique.htmay, 2, 
1999). 

Letourneau, Jocelyn (1 995) "The Current Great Narrative of Quebecois Identity" in 
South Atlantic Ouarterlv 94 (4): 1039-53. 

Lipsitz, George (1 993) "Cruising Around the Historical Bloc: Postmodemism and 
Popular Music in East Los Angeles" in Michael Keith and Steve Pile (eds.) Place 
and the Politics of Identitv (NewYork: Routledge): 3 50-3 59. 

Lull, James (1987) "Popular Music and Communication: An Introduction7' in Po~ular 
Music and Communication (2* ed) in James Lull (ed.) (Newbuty Park, CA: Sage 
Publications): 10-36. 



Lull, James (ed.) (1987) Popular Music and Communication (Newbury Park, CA: Sage 
Publications). 

MacDougd, Jill (1997) Performine identities on the Sta es of Ouebec (NewYork: Peter 
Lang Publishing kc.). 

blcLimon, Timothy J. (1996) 'Think Globally, Act Locally" in American Theatre 
November: 7. 

McRobbie, Angela (1 995) "Recent Rhythms of Sex and Race in Popular Music" Media, 
Culture and Societv 17: 323-33 1. 

McRoberts, Kenneth (1987) "The Sources of Neo-Nationalism in Quebec" in Michael D. 
Behiels (ed.) Quebec Since 1945: Selected Readinq~ (Toronto: Copp Clark 
Pittman Ltd): 80-107. 

Manuel Peter (1995) "Music as Symbol, Music as Simulacrum: Posunodern, Premodern 
and Modem Aesthetics in Subcultural Musics" Popular Music 14 (2): 227-239. 

Evlartineau, Richard (1998) "We Are the World: as Quebec Enters the Age of Uncertainty, 
Identity Defies Simple Categories" Montreal Gazette Final Edition June 3: 82. 

Montcalm, Mary Beth (1984) "Quebec Nationalism in a Comparative Perspective" in 
Alain G. Gagnon (ed.) Ouebec State and Society (Toronto: blethuen). 

Nardocchio, Elaine F. (1986) Theatre and Politics in Modem Ouebec (Edmonton, 
Alberta: University of Alberta Press). 

Nelson, Carey; Treichler, Paula and Grossberg, Lawrence (1 992) "Cultural Studies: an 
Introduction" in Lawrence Grossberg, Cary Nelson, and Paula Treichler (eds.) 
Cultural Studies (New York: Routledge): I - 16. 

Noles, Pierre (1967) "Publisher Talks About Canadian Music in Quebec" Canadian 
Composer 17 Apd: 16,34. 

Norman, Dorothy (1969) The Hero: Myth/ Imaael S-mbol (New York: The World 
Publishing Company). 

Norris, Alexander (l997a) "Bill 10 1 Grads Reshape Quebec: Guinea Pigs Turned Out 
Talented and Trilingual" Montreal Gazette Final Edition Sept. 20 : A 1. 

No rris, Alexander (1 997b) "Beat' s Changing in Quebec: New Culture Emergesy' 
Montreal Gazette Final Edition Sept. 23 : Al . 

Norris, Alexander (1998) "Quebec's New Pluralism: a New Generation of Immigrants is 
Turning to French with Profound Impiications for the Culture arid Politics of this 
Province" Montreal Gazette Final Edition June 3 : B 1. 



Ostroe Joshua (1998) "Funky Ambassadors Bran Van 3000 Set to Spread their Message 
to the World" Ottawa Sun Dec. 10. 

0' Sullivm, Tim; Hartley, John; Saunders, Danny; Montgomery, Martin and Fiske, John 
(1994) Kev Concepts in Communication and Cultural Studies (New York: 1994). 

Perrault, Jean-Franqois (1 999a) "La Nouvelle Vague'' Lili Fatale 
<http://www.lilifatale.corn/band/I - 1 .html> (May 27, 1999). 

Perrault, Jean-Franqois (1 999b) "Montreal Selon Lili Fatale" Lili Fatale 
<http://www.Wifatde.com/bmd/i -3. html> (May 27, 1999). 

Petrowsh, Nathalie (1978) "Paul Piche: This New Quebec Star Acts Like a Working 
Class Hero" Canadian Composer 133 April: 26-30. 

Porter, Marilyn (1995) "Are Some Countries More Postmodern Than Others? Some 
Observations fkom Recent Canadian Experience" Journal of Canadian Studies 30 
(2) Summer: 91- 105. 

Rioux, Marcel (1993) "The Development of Ideologies in Quebec" in David Taras, 
Beverly Rasporich and Eli Mandei (eds.) A Passion For Identity: an Introduction 
to Canadian Studies (Toronto: Nelson Canada): 72-9 l . 

Robatdle. Louis Bernard (1973) "Charlebois Synonymous with Quebec" Canadian 
Com~oser 86 December: 24-26. 

Rocher, Guy (1987) "A Half Century of Cultural Evolution in Quebec" in Michael D. 
Behiels (ed.) Quebec Since 1945:Selected Readings (Toronto: Copp Clark 
Pittman Ltd). 

Roiter, Howard (1970a) "Pop Music in Quebec" Canadian Composer 50 May: 13-16. 

Roiter, Howard (1970b) "Charlebois in English Canada'' Canadian Com~oser 52 
September: 20-22. 

Roiter, Howard (1970~) "Ten Years of Chanson: New Book Tells the Story" Canadian 
Com~oser 55 December: 34-36. 

Roy, Bruno (1 977) Panorama de la Chanson au OuebbCc (Montreal: Lemeac). 

Roy, Bruno (1984) "Attitudes Linguistiques des Jeunes et Chanson Quebecoise" in 
Robert Giroux (ed.) Les Aires de la Chanson Ouebecois (Montreal: Tryptique): 59 
- 78. 

Roy, Bruno (1986) "Chanter Est Un Pays" Canadian Literature 108 spring: 106 - 114. 



Roy, Jean-Louis (1 987) 'Nationalism in Quebec in the 1980s" in Michael D. Behiels 
(ed.) Ouebec Since 1945: Selected Readings (Toronto: Copp Clark Pittman Ltd): 
300- 306. 

Rudel-Tessier, J. (1966a) "Poet with a Guitar" Canadian Composer 5,  January: 4,46. 

Rudel-Tessier, J. (1 966b) "What Quebec Sings" Canadian Corn~oser 7, March: 30, 46. 

Sampedro, Victor (1 988) "Grounding the Displaced: Local Media Reception in a 
Transnational Context" in Journal of Communication Inouirv Spring: 125- 143 

Sassen, Saskia ( 1  996) "Whose City is it? Globalization and the Formation of New 
Claims" Public CuIture 8: 205- 223. 

Saulnier, Laurent (1998) "Ce N'est Qu'un Au Revoir" Bran Van 3000: bilingual web site 
Dec. 23 <http://members.xoom.com/branvan3OOO/website/meu.h (May 27, 
1999). 

Scott, Gail (1974) "The Cab Driver Who May Save a Musical Tradition" Canadian 
Composer, 92 June: 24-26. 

Schafer, R. blurray (1994) "Canadian Culture: Colonial Culture" in Beverly Diamond 
and Robert Witmer (eds.) Canadian Music: Issues of Heqemonv and Identity 
(Toronto: Canadian Scholars' Press): 22 1-238. 

Schiller, Nina Glick and Fouron, Georges (1998) "Transnational Lives and National 
Identities: The Identity Politics of Haitian Immigrants" in Michael Peter Smith 
and Luis Eduardo Guamizo (eds.) Transnationalism From Below (New 
Brunswic k, NJ: Transaction Publishers): 1 3 1 - 1 59. 

Shearing, Phllip (1998) "Bran Van 3000: Couch Surfer the Unofficial Bran Van 3000 
Resource" <hap ://members. tripod.com/-S hearing/bv3 000. html> (May 27, 1 999) 

Shepherd, John (1994) "Music, Culture and Interdisciplinarity: Reflections on 
Relationships" in Pooular Music 13 (2): 127- 14 1. 

Shusterman, Richard (1 995) "Rap Remix: Pragmatism, Postmodernism and Other Issues 
in the House" Critical Inauirv 22 Autumn: 150 - 158. 

Siberok, Martin (1997) "Trio Creates Hip-Hop Groove in Quebec" Globe and Mail Find 
Edition March 3 : C 1. 

Siblin, Eric (1998a) "Bran Van Takes Collective Approach to Rock" Ottawa Citizen 
Final Edition Jan 24: E3. 

Siblin, Eric (1998b) "Bran Van Lives Up to Hype" Montreal Gazette Final Edition 
January 26: E5. 



Siblin, Eric (1998~) "Putting the Style Back in Stylus: New Downtown Store Devoted to 
Hip-hop Marks Return of Vinyl" Montreal Gazette Final Edition April 2: D5. 

Siblin, Eric (1998d) "A Positive Spin: Upbeat Shades of Culture Up the Revolutions Per 
Minute in Montreal" Montreal Gazette Final Edition April 1 6:  B4. 

Siblin, Eric (1998e) "Wiams Maps Tracks of Our Tears" Montreal Gazette Final 
Edition July 25: C6. 

Smith, Anthony D. (1995) Nations and Nationalism in a Global Era (Cambridge, 
England: Polity Press). 

Smith, Michael Peter and Guamizo, Luis Eduardo (eds.) (1998) Transnationalism From 
Below (New Brunnvick, NJ: Transaction Publishers) 

Smith, Robert C. (1 998) "Transnational Localities: Community, Technology and the 
politics of membership within the context of Mexico and U.S. Migration" in 
Michael Peter Smith and Luis Eduardo Guarnizo (eds.) Transnationalism From 
Below (New Brunswick, NJ: Transaction Publishers): 196 - 219. 

Stake, Robert E. (1 994) "Case Studies" in Norman Denzin and Yvoma S. Lincoln (eds.) 
Handbook of Oualitative Research (Thousand Oaks, CA: Sage): 236 -247. 

Taras, David; Rasporich, Beverly and Mandel, Eli (eds.) (1993) A Passion For Identitv: 
an htroduction to Canadian Studies (Toronto: Nelson Canada). 

Teztlaff, David (1994) "Music for Meaning: Reading the Discourse of Authenticity in 
Rock" Journal of Communication Inauiry 18 (1) winter: 95-1 17. 

Tox Records Website (1999) <http://www.toxrecords.com~ (May 9, 1999) 

Vallieres, Jules (1 999) "Shades of Culture" French Connection April 10 
<http://www3. sympatico.ca/jules.vallieres/jules.vereome. h (June 19, 
1999). 

Verne, Stephane (197 1) "The Composer's Job in the Changing Quebec Music Industry" 
Canadian Composer 62 September: 12- 1 8. 

Vincent, Pierre (1967) "Gilles Vigneault and the Distinctive Music of Quebec" Canadian 
Comooser 18 May: 20, 46. 

Wiams, Frederick; Rice, Ronald E. and Rogers, Everett M. (1988) Research Methods 
and the New Media (New York: The Free Press). 

Wdiams, Raymond (1963) Culture and Society. 1780 - 1950 (2nd ed.) (E3armondsworth, 
England: Penguin Books). 



Yin, Robert (1994) Case Study Research: Desims and Methods (2nd ed.) (Thousand 
Oaks, CA: Sage). 




