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Abstract

This thesis investigates the role of fanzines in developing music communities in
Ireland. It explores these fan-produced texts from the emergence of the first Irish punk
fanzines in 1977 to the present, questioning their significance, while critiquing
previous studies into fanzine cultures (Duncombe, 2008; Triggs, 2010). It looks at how
‘authenticity’ is a central construct in the design, content, and dissemination of these
artefacts, establishing a ‘dominant representational paradigm’ (Hamilton, 1997) for the
production and consumption of fanzines. Fanzines are primarily found in alternative
music cultures, and this work situates the makers and users as members of local
‘scenes’ (Cohen, 1991; Straw, 1991), and proposes a more fluid or tribal (Maffesoli,
1996; Bennett, 1999) framework, where communities are formed through shared taste
(Bourdieu, 1984).

Central to this work is the position of capital, particularly Bourdieu’s concepts of
cultural capital and social capital. It also examines the role of such capital in
developing fan hierarchies, particularly in local music-making activities (Finnegan,
1989). This work crucially positions the fanzine as a fan practice, and the fans that
made and consumed these works will be analysed to determine the range of (popular
music) fandom (Duffett, 2014) in Irish DIY (do-it-yourself) cultures. Finally, this
study explores whether there has been a significant paradigmatic shift in fan media

with the emergence of new technologies.

This research incorporates extensive qualitative fieldwork with fanzine makers,
collectors, and music-makers, along with a thorough study of various music fanzines.
This data analysis finds that the fanzine was an important facilitator in independent
music communities between the last 1970s and early 2000s, existing outside the

mainstream, but is now an even more niche mode of communication.



Declaration

| hereby declare that this thesis represents my own work and has not been submitted, in
whole or in part, by me or any other person, for the purpose of obtaining any other

qualification.

Signed:

Date:




Acknowledgements

| must express my gratitude to Mary Immaculate College who provided me with an
Assistantship for three years of my doctoral research, and for general support
(especially the RGSO and Library staff). A word of thanks to the Department of Media
& Communication Studies (MIC) for their support, in particular the Head of the
Department, Dr Rosemary Day. | am very grateful to Dr Maura Cronin and Dr Aileen
Dillane for their input and advice during the transfer panel process. | greatly appreciate
the commitment of examiners Dr Jaime Jones and Dr Marcus Free for thoroughly
examining this work, and for bringing their considerable expertise to the table. Dr
Tony Langlois has been the model supervisor throughout this process; his guidance,
humour, football knowledge, and reassurance were all major factors in the completion
of this work. He has been a constant and friendly support, and | thank him

wholeheartedly for all his assistance.

A big thank you must go to each and every participant who gave up their time to
partake in this study. Thanks also to the various curators of the Forgotten Zine Archive
for allowing me to access the wealth of materials contained within, and to a good
friend (Trevor) who loaned me his own personal archive of fanzines over three years
ago. It will be returned soon! To my parents John and Bridget and my sister Clodagh,
thank you so much for all the support and encouragement you have given me in
pursuing this project; | really appreciate everything. Thanks also to my aunt Kitty for
providing a writing space (and food) during a crucial point of this thesis. Finally, to my
wife Maria who has been a source of unflinching support throughout this project, and
has put up with everything that goes with living with a PhD student; I cannot thank

you enough for everything you have done.



Table of Contents

ADSEFACT ... i
DCIATATION ...ttt I
ACKNOWIBAGEMENTS ... ii
LEST OF FIGUIES ...ttt viii
ANOLE ON STYIE ... X
Chapter One - INTrodUCTION. ........oouiiiiiiiiec s 1
Thesis Argument and STFUCTUIE..........cuiiiiiiiii s 7
Chapter TWo — Literature REVIEW .........cccooiiiiiiiiiieiie e 12
2.1 INEFOAUCTION. ...ttt 12
2.2 Gaps IN CUITENE LITErAtUIE ......oiiieiiieiee et 13
Irish Popular Music Studies — A Focus on Identity and Musicality ................... 13
Critical Studies Of FANZINES.........c.ooiiiiiiiiie s 15

2.3 A Production ‘Paradigm’..........c.cuveeiiiiiiiiiiiiiiiiiiiee e 20
2.4 Authenticity in DIY COMMUNITIES .....coivvreeiiieesiie e 23
2.5 Capital Associated With FANZINES .........cccovuiieiiieeciie e 26
Capital, Collecting, and AQEING.........eeiiireiiieeeie e 31

2.6 FANUOM ... 33
FaNS IN DIY SCENES ...ttt 36

A Shift in Popular Music Fandom............cccoooiiieiiii e 38

2.7 Framing Group Formation & Bonding around Musical Practices.................... 40
The Move From SubCUltures t0 SCENES ..........cooiviiiiiiiiieiie e 42
New Media and Online COMMUNITIES. ..........ccoiviiiiiiiiiee e 50

2.8 A Gendered COMIMUNILY? ......ciiiieiiie et 56
2.9 CONCIUSION ...ttt 61
Chapter Three: Research Methodology .........ccceeeiiiiiiiiiiiie e 63
B L INErOAUCTION. ... 63
3.2 RESEAICH POSIEION ... 64



3.3 RESEAICH IMELNOUS ...t 67

SUIVEYING/ SAMPIING....coiieiiieii e 67
TeXTUAT ANAIYSIS ... 71
INterviews and FOCUS GIOUPS .......uueiiieiiieiiie ittt 79
Observational Field RESEArCh ...........cooiiiiiiiiiiii e 86
3.4 Turning Data into FINAINGS.........coiiiiiiiiiie e 87
Chapter Four: Fanzines And Their Making.........cccoooviiiiiiniiic e 88
4.1 INEOTUCTION ...ttt 88
4.2 Historical Context of Irish FANZINES.........cccoooviiiiiiiiieiieiee e 89
Music Fanzines as PUNK LItErature?.........ccooveieiiieiiienie e 92
DIY Practices in Music and Fanzine Making..........cccoccueiiiiinniinniesiie e 96
The Emergence Of FreeSheetS.......cccoiiiiiiiiie e 98
4.3 “Let It Rain”: The Economics of Alternative Publishing............ccccccooveiinnnn 101
4.4 Production Tools and TeChNIQUES........ccuuveiiireiiiieeiiie e ciee e iee e see e 110
A SUDVErSIVE ProdUCLIONT ........oiviiiiiiiiciiee e 113
SOUFCING CONTENL......viieiiiie ettt e et e e abee e 116
4.5 Masculinity 0N DiSPlay..........ccovuiieiiiieiii e 118
4.6 Signifiers of AULRENTICILY ........ccvviiiie e 120
4.7 Visual Components of Irish Fanzines ..........ccccccoveiiiie i 132
4.8 Language & WIting StYIe........c.oooiiii i 141
Formatting of INformation............ccccoooiie e 145
Common Themes and SEIUCTUIES ..........cuoiieiieiieiieie e 146
4.9 CONCIUSION ...ttt 148
Chapter Five: Community of Fanzine Producers and USers .............ccccceveeenne. 150
5.1 INEFOTUCTION ...ttt 150
5.2 Establishing the COmMMUNITY..........ccoiiiiiiiiiiic e 151
Fanzines and MUSIC SCENES ..........ooiiiiiiiiiieiee e 155
5.3 Mapping the ProdUCENS. ........ccuiiie it 161



Anonymity, Pseudonyms, and Insider Knowledge ...........ccooveevviiiieciiiiineenne, 161

Fanzine Production outside of DUBIIN ... 163
Why Me? Motivations for establishing a fanzine............ccccocvveniiiiiiennn, 168
5.4 Participating in the COMMUNITY .......cooviiiiiiiieiie e 171
Peer Reviewing and Social RECIPrOCILY .........cccovveiiieriiiiiie e 178
Fanzine Writer aS OULSIABE .......c.eiiiiiiiieiii e 183
5.5 Capital Accumulation in Fanzine CUlture .........c.coceiveiiiiieniic e 184
5.6 The Process of Fanzine ColleCting..........ccuovvveiiiiiieiiiciice e 188
The Significance of Record Shops & Record Collecting...........cccocvvvvviiiieninnnn 192
Nostalgia and Changing Habits.............ccoooiiiii e, 194
Fanzing ArChiVING ......ccooiiiiiic e 197
5.7 CONCIUSION ...ttt 200
Chapter Six — The Relationship Between Fanzines and Musicians ................... 201
6.1 INErOTUCTION ... 201

6.2 ‘Already up to their necks in it anyway’: the role of Fandom in DIY

COMMUNIEIES ...t 202
Local Fanhood HIerarChies...........cocoiviiiiiiiiiicece e 206
The Musician’s Perspective on Fandom ...................ccccouviviuiiniiiniiiiiiiiiinnnnens 210
Fandom OutSide StArdOM .........cceciiiiiiiiieii e 214

6.3 Featuring IN FANZINES ........c.vveiiiee e 217
Pre-Internet IMPOITANCE .......cooiiiiiiieie e 217
“Pro-Am” Writing — The Fan WIIter...........cccovviiiii i 219
WIITEFS 1N BANGS ... 221
Inter-Band RIVAITIES.........ooiiiiiie e 228

6.4 Fan Interactions with Contemporary MUSICIaNS ............ccceevivveeiieeeviiec e, 231

6.5 CONCIUSION ... 233

Chapter Seven: Fanzines in an era of Digital Reproduction..............cc.c.cccouvee.. 235

T L INErOAUCTION. ... 235

Vi



7.2 21% Century Fanzing AREINALIVES ..............cooeeeeeeieeeeeeereeeseeeeeeseiesen s s, 236

The Difficulties With E-ZINES ...........coouiiiiiiiieiiieec e 236
Bulletin Boards - a more participatory mode of Web 2.0 communication?...... 243
Blogging as Premature Publishing ... 250

7.3 The Labour Debate: Fanzines V BlOgsS ........cccocoviiieiiienieiiecc e 252
BlOgQing @S Car€EIISIM .......eiiiiieiiieiie ettt 257

7.4 Fanzine Production: 2010 — 2 ......oouiiiiiiiieeesee e 267
NeW Fanzine ProQUCETS .........ooiiiiiie e 267
Producing a ‘Fanzine’ in the 21* Century — A Personal Example................... 270

7.5 A Sociality in SNaring?........ccooiiiiii e 272
Irish ‘DIY’ Bands and Social NetwWorks ...........ccccceviiiiiiiiiiiiiiiiiiiiinnnnnnns 274

7.6 A Virtual DIY COMMUNITY ....coiuviiiiiiiie e 276
7.7 CONCIUSION ..o 278
Chapter Eight: CONCIUSION ........coiiiiiiiic e 280
IMPACt Of FANZINES .....coiiiieecie e 280
Revisiting The Research Questions in Light of the Findings.............c.c.cccve.... 287
Potential Areas for Further Study............ccccveeiiie e 288
Epilogue: The Future of the FanNzZine ..........ccccocoveeiiii e 289
BIDHOGIapNY .. .oo i s 292
Fanzines Referenced ... 324
N o] 01T o [ o0 PSP OPRSRSTR 332
Appendix One: ATP SUIVEY 2011 .....ccooiieiiiee e 332

Appendix Two: Questions from Plugd Records Sample Interviews (22 August

2004) ettt anee e 338
Appendix Three: List of Irish Music Fanzines, 1977-2014 .............cccccovvveinnnn, 339
Appendix Four: Examples of Follow-On Questions in Interviews ...................... 344
Appendix Five: Sample Research Field NOteS...........ccccveeiiiiiiieeiiiiicc e, 345
Appendix Six: Further Reading — Publications and Conference Papers............... 346

vii



List of Figures

Figure 2.1: Cover image of Notes from Underground... (Duncombe, 2008).............. 16
Figure 3.1: Excerpt from Irish Fanzines Database ............ccccoovvviiiieiiiciiciic 74

Figure 3.2: 'Anarchy' symbol on top left of front page of A Life of Buggery (Issue 4,

Figure 3.3: Excerpt from detailed Irish Fanzines Database .............ccccoovevieiiiennnene 76
Figure 3.4: Photograph from Independents Day (Dublin Food Co-op, June 2013)....87
Figure 4.1: Breakdown of music fanzine production in Republic of Ireland &

Northern Ireland, 1977 — 2014, .....eeeeieieiiii bbb aaasaraaaaaes 91
Figure 4.2: Raw POWEr (ISSUE 1, 1977)...cciuieiiiiiiieiieeiee e 92
Figure 4.3: Slanted and Enchanted (ISSue 4, 1996).........ccccceririiiieiieenieeinieiieeniens 101
Figure 4.4 The End (ISSUE 1, 1994).....ccuuiiiiiiiieiie ettt 103
Figure 4.5: Nosebleed (Issue 5, 1991) .....ccoiiveiiiie e 106
Figure 4.6: Gutter (Issue 1 - 1993) carries advertising for a local independent record
store and an independent club in Limerick, Ireland............ccccccooeiviiiiiiiiciic e, 109
Figure 4.7: Sprawl (ISSUE 3, 1991).....ccciiieiiie et 111
Figure 4.8: NO EQO (ISSUE 2, 2003) ....ccvvreeiiieeiieeeiiie e siiee e se e se e sire e svee e snnae e e 115
Figure 4.9: Members of the band Stagnation review cider in Smegma (Issue 10,

1007 ettt ettt et re e re et e 120
Figure 4.10: Aunty Hero (ISSUE 2, 1997)......uveiiiiee e 124
Figure 4.11: Various Irish Fanzines Published Between 1990 and 2010 ................. 126
Figure 4.12: Riot 77 (IssU€ 16, 2013) .....ocoiiiiieiiie et 127
Figure 4.13: Loserdom (Issue 21, 2010) ....ccveveiiieeiiiiee et 129
Figure 4.14: The Sun, The Moon and The Starz (Issue 2, 1987) .......ccccccevvvevivveennnen. 130
Figure 4.15: Squashed Apple (Issue 1, early 1990S).......ccccccvvveivieeeiiie i, 133
Figure 4.16: Images from No Barcodes Necessary (Issue 5, 1997) and This Friggin’
Thing (ISSUE 3, 2004). .....eeeeeiiiee ettt et e e nre e e sta e e aree e 135
Figure 4.17: Scumbag (Issue UnNKnown, 1997) ........ccccccvveiiine i 136
Figure 4.18: Bumcheek (ISSue 2, 1991)......cccoiiiiiiiiiiiiiiie e 137
Figure 4.19: Nosebleed (I1ssue 19, 1999).......ccciiiiiiiiiiiie et 139
Figure 4.20: PVC (Issue 1, Year UnKnOWN) ........ccooiiiirieiiiiiiie i sivene e 140



Figure 4.21: Reviews section of The Grip Ethic (Issue 1, 2002) ..........cccoovvervreninnns 141

Figure 4.22: Scumbag (Issue unknown, 1997) ........ccccovveriiiiieniienii e 147
Figure 5.1: Unfit For Consumption (Issue 6, 2003) ........c.cccorviiiiieniienieenie e 153
Figure 5.2: Fanzine Breakdown Per COUNLY ..........ocoviiieiiiiiieiiie e 166
Figure 5.3 Fanzine correspondence in React (1991, Issue 9).........cccevvviiieiiiieninn, 175
Figure 5.4: ‘An Open Letter To The Scene’ in Hurling Abuse (Issue 1, 1999)........ 178
Figure 5.5: Fudge (ISSUE 1, 1992).......ccuiiiiiiiieiieeiee et 186
Figure 5.6: The Forgotten Zine Archive, Dublin (May 2013). ........ccccocvviiiiiiennns 198
Figure 6.1: Introduction to We Play Here (Issue 1, 2013) ........cccccevveeneiiiiciieeninns 206
Figure 6.2: Local Fanhood HIerarchy ..........c.ccooiiiiiiiieiiieie e 208
Figure 6.3: Sunny Days (I1SSUE 8, 1991) .......ccouiiiiiiriieiiieriie e 222
Figure 6.4: Front (L) and Back (R) of Downtime (Issue 2, 1995).........cccccccevvveninnnn 227
Figure 6.5: Mixtwitch interview, With Harmful Intent (Issue 2, 2000).................... 229
Figure 7.1: PaCer SCreeNSNOT .......coiiiiiiiiiie ittt 239
Figure 7.2: War On All Fronts (ISSU€ 2, 2013)......ccccuveiiieeiiire e ciee e siee e 242
Figure 7.3: Screengrab of ‘Eirecore’ from Thumped.com...........ccccvvviiiiiieiinninnnen. 245

Figure 7.4: Activity on Thumped.Com ‘General Forum’ — 1/2/2004 to 7/2/2004.... 248
Figure 7.5: Activity on Thumped.Com ‘General Forum’ — 1/2/2014 to 7/2/2014.... 248
Figure 7.6: Interview with A Winged Victory For The Sullen (Fracturedair.com, 13

FEDIUAIY 2015) ..iiiuiieeiiie ettt a e s 256
Figure 7.7: Screengrab from Nialler9.com...........cccoveiiiie i 261
Figure 7.8: Hatred Of Music (ISSU€ 1, 2013) .......cciiiveiiiieeiiee e 268
Figure 8.1: Against The Rest (Issue 1, 2000) ........cccovveivireiiiee e 291



A Note On Style

For the sake of clarity, throughout this thesis, the following typographical style is
utilised:
e Band names are in bold text.

e Fanzines titles are in italics.

Additionally, while the term ‘fanzine’ is used in this research to refer to these fan-
produced publications, many informants in this study commonly use the shortened
version of ‘zine’. As will be explored in the introduction chapter, there are subtle

differences when the ‘fan’ prefix is removed.



Chapter One - Introduction

It is some time in 2002. At The High Stool, a since defunct bar in Limerick (a
relatively small city® in the mid-west of Ireland), a wave of feedback emanates from
the smoke-filled room. It is a venue that | have come to know well over the past twelve
months as I have begun to immerse myself in the city’s DIY scene — | have seen
everything from hardcore music from Hungary to hip-hop from New Jersey; on other
occasions, | have watched seminal underground artists play last minute shows
(Michael Gira of Swans) while a future “freak folk’? breakthrough act (Devendra
Banbhart) is lying across a pool table during Gira’s performance. It is the kind of place
where just about anything can happen in a pre-smoking ban® Ireland. While the bar
harboured ambitions to be a haven for local metal fans, it was instead home to a mixed
bag of misfits, including bikers and those associated with various sub genres of
alternative music. The bikers occupy the front bar, while around the corner, music fans
(predominantly males in their twenties) face towards the stage, a glorified balcony that
doubles up as a poolroom when bands are not playing. A local band plays first,
followed by a band from Dublin, with the headliners coming from England; it is a
fairly standard formula for what happens at such small concerts (or ‘gigs’ as they will
frequently be referred to in this study). The night mixes punk, hardcore and indie
music through a soundsystem that is far from professional, with each band sounding
slightly less ramshackle than the previous. For the most part the music is loud and fast,
and operated on a do-it-yourself (DIY) basis by non-profit local promoters. There is a
shared understanding (and aesthetic) amongst bands, promoters, and regular audience
members at shows in this venue — music that is written and performed adhering to that
DIY aesthetic is welcomed and appreciated, even if it is not particularly good by

conventional professional standards.

! A population of fewer than 60,000 inhabitants, according to the 2011 Census. Information from:
http://www.cso.ie/en/statistics/population/populationofeachprovincecountyandcity2011/ [retrieved 23
April 2015].

2 A folk genre of music, primarily using acoustic instrumentation but also interspersing psychedelic
and avant-garde influences (for more, see Reynolds, 2011: 344).

® Ireland introduced a smoking ban to workplaces and enclosed public spaces in March 2004,



http://www.cso.ie/en/statistics/population/populationofeachprovincecountyandcity2011/

The lyrics of the second band are not entirely decipherable as they are shouted angrily
by the frontman who, with microphone in hand, is positioned off the makeshift stage
(with the pool table pushed back to make space for the band) thrashing his arms
wildly. With a relatively small attendance at the show (no more than twenty or thirty
people), I awkwardly try to avoid eye contact with this singer as he roams the room. In
the midst of all of this, there is a tall man with bleached blonde hair and ears pierced,
carrying a plastic bag that is filled with Xeroxed pages stapled together. These are
editions of his latest fanzine and between sets he approaches various members of the
audience. The publication features an interview with the frontman of the second band,
and the fanzine is full of interviews with similar bands to those performing, as well as
reviews and opinionated criticism of the social status quo. In the columns section (a
regular feature of larger fanzines), two writers critique what they deem a misleading
article on straight-edge culture in Ireland’s longest running music magazine Hot Press.
Elsewhere, columnists discuss travelling seven hours to Belfast for gigs, how loud and
heavy they like their music, and how readers should embrace DIY culture and measure

success in music through different ways than record sales or accumulated fortunes.

A combination of that content and the fact that the writer already knows most of the
audience makes it an easy sell. There is a shared sensibility between his fanzine and
the music that inhabits this space. A few weeks later, | make a trip to Dublin which
includes visits to a number of independent record stores. In each of them, there are
dozens of fanzines on display, including a copy of the fanzine for sale at the Limerick
gig, demonstrating a wide network for these publications. The communication between
customers and staff at the record store is equally informal as that of the fanzine writer
attempting to sell the fanzine at the gig in Limerick. There is a sense that insider
knowledge is important within this community of taste. For me, knowledge of the
fanzine and of the Limerick scene gives me some credibility in my interactions with
the staff, and we discuss recent gigs in the town as well as some of the bands featured

in the publication.

This research looks at the role of such fanzines in music scenes in Ireland from 1977
until 2014, and as the above example indicates, there was a time when they were
omnipresent in DIY cultures in Ireland. Thus, the dissertation asks three questions

relating to their significance, namely:



1. What are the defining characteristics of fanzine production and
dissemination in Ireland, and what impact have they had on music
communities? Borrowing from Hamilton’s “dominant representational
paradigm” (1997), I will examine the technological, economic, social, and
aesthetic factors that became significant in determining the style and texture of
Irish music fanzines. Additionally, this research will be looking at Ireland’s
most noteworthy fanzines and their writers, exploring the motivations for
establishing these publications and the subsequent impact they have had on the
writers’, readers’ and (primarily local) musicians’ sense of self-identity and
collective identity as a community. It examines how fanzines are circulated,
and questions whether these modes of distribution have a significant role to
play in forging a sense of community. This research asks whether these
publications actually helped build communities, or if they more interested in
sustaining communities that already existed.

2. What role do fanzines play as a conduit in facilitating a relationship
between musicians and fans? My research focuses on fanzine production as a
fan practice, and in doing this, explores how connections between fans and
music makers differ in DIY cultures from those in more mainstream popular
culture. As indicated in my aforementioned initial encounter with the medium,
interaction in this DIY culture is much more informal and less structured. Such
experiences raise the question of whether there are clear distinctions between
fans and performers in these alternative music scenes, at least in the
conventional sense of mainstream popular music; and also what role fanzines
play in facilitating less formal relationships and interaction.

3. What impact have new technologies had on fanzine culture, and have
changes in format led to changes in the ways in which community is
experienced and discursively articulated? This work considers how new
methods of communication that have been fostered through online
technologies- such as email, blogging, web forums, and social network sites
(SNS) - have impacted on the culture of fanzine production and circulation in
the past fifteen years. It suggests that a paradigmatic shift has taken place in
how participants in alternative music scenes interact with each other. While the
music has not changed significantly in the period, this study sets out to

determine how the media used has changed and with what implications for



fanzine production, dissemination and the experience of fanzine culture and
community. The dissertation will identify if fanzine production still exists in
Irish DIY contexts, and whether such retention of the medium merely serves
nostalgic purposes in an era of readily available information and interaction
online. With fans now communicating in different ways, how, if at all, can
fanzines still contribute towards a sense of community amongst members of

local scenes?

Before dissecting these questions, it is important to historically and culturally locate
fanzines. They are amateur publications that have been utilised in many different fields
of interest (football, film, popular music, etc.) since the early twentieth century (Atton,
2002; Duncombe, 2008). Warner (1994) traces the etymology of the word ‘fanzine’
back to the 1920’s when ‘fan magazines’ held a different significance as “newsstand
periodical[s] which told avid movie goers about the personal lives of film stars,
reproduced stills from current productions, and published advertisements for products
alleging to provide purchasers with skin or hair as superb as those of featured players”
(1994: 175). Thus, this first wave of fan magazines were publications aimed at the
fan(atic), but not produced by fans. By the 1930’s”, that dynamic had shifted, with fans
themselves writing and publishing their own ‘fanmags’ that would eventually become
known as fanzines.> This initial flurry of fan publishing activity was confined to
science fiction titles. While music fanzines differ textually and stylistically from
science fiction fanzines — clearly, narrative fiction is the main feature in science fiction
texts — they function in a similar way in terms of how information is shared with

fellow fans.

Internationally, music fanzines have played a significant role in facilitating the flow of
information and opinions about acts playing certain genres of music; in the mid-1960s,
American titles such as Crawdaddy commenced as fanzines before transforming into
fully-fledged professional magazines. In Ireland, there were precursors to the

emergence of the punk (the music genre most associated with fan publishing in

* Warner adds that there were amateur publications such as Recluse (1927) but contends that The
Comet (1930) was the first genuine science fiction fanzine.

® The term “fanzine’ was not introduced into fandom vocabulary until 1940 by science fiction fan
Louis Russell Chauvenet.



popular culture) fanzine in the 1970s. While there have been fanzines produced about
pop stars such as Madonna (Triggs, 2010) or Elvis for example, the works covered
within this study are never artist-specific. They cover a multitude of artists and
practices that primarily belong to such sub-genres of rock as punk, hardcore, metal,
and indie. They are frequently referred to as ‘zines’ but as Atton (2001b) outlines,
there are subtle differences when the prefix is dropped. The removal of ‘fan’ from the
equation portrays a work that is not written from the fan’s perspective (e.g. zines on
politics, architecture, personal productions of literature or art), whereas this thesis
focuses on printed pieces that are written by individuals who are fans of the music and

the scenes they are part of.

These music fanzines are essentially homemade magazines about music, and as Roy
Shuker points out, they were “a new media tailor-made for the values of punk with its
do-it-yourself ethic and associations of street credibility” (2008: 168). They are for the
most part printed in black-and-white, photocopied and stapled together, and even the
fonts, imagery and assemblage® of fanzines clearly identifies that these are not
mainstream music magazines. Distributed at gigs and independent record stores, they
essentially exist because they cover material that cannot be found in the mainstream
music papers, and because they are a voice for the fan community. In her memoir,
former Sonic Youth member Kim Gordon recalls that an incendiary 1981 performance
from Public Image Limited in New York was not captured by the mainstream media,
and as it existed in a pre-Internet age, it was not an event that would feature on
YouTube or other online sites; instead, the only people who documented the concert

was a group of fifteen year old girls working on a fanzine (Gordon, 2015: 261-262).

Alternatives In Print, a bibliographical reference work in this field, views alternative
publications such as fanzines as non-commercial (though not necessarily non-profit),
that merge “social responsibility” and “creative expression” (cited in Atton, 2002: 13).
As such they are publications produced through an obligation to the community they
serve; to provide news and commentary in a participatory manner, and to do so in

unique ways that are distinct from writing found in the mainstream press. They are free

® Some fanzines used letters cut and pasted from newspapers to make the text resemble the
construction of a ransom note, following the trend of Jamie Reid’s album cover for The Sex Pistols’
Never Mind The Bollocks...(1977).



from the editorial constraints of newspaper and magazine publishing, and often
concerns such as sub-editing, and syntactic and structural exactness, are not major
objectives for the fanzine writer. At least, this is the way that it is often presented, but
as will be discussed later in Chapter Four, there are still rules in the production of
fanzines to establish a “dominant representational paradigm” (Hamilton, 1997: 76).
The commercial considerations of magazine publishing — staffing, costs, distribution,
advertising, production — do not usually apply to fanzines. With their low-scale
production and distribution, fanzines show that cultural artefacts do not necessarily
need to adhere to the over-commoditised entertainment of what Adorno and
Horkheimer termed ‘the culture industry’ (1972). There are, however, rare occasions
when the term ‘fanzine’ is fostered by mainstream media: an example of this practice
saw an Irish tabloid newspaper The Irish Daily Star twice include what it termed a
“special souvenir fanzine” for the pop boy band One Direction, firstly in 20127, and
subsequently in 20148, A glossy pull-out, professionally designed and written, it was
produced in order to capitalise on major Irish concerts for the band. The primary
difference was that these ‘fanzines’ did not tend to feature content written from the

perspective of a fan, but were produced for fans.

Outside of such examples, fanzines follow a similar template — material written by and
compiled by fans that is subsequently distributed to fellow fans through methods not
widely used by the mainstream press. As Frith claims, “the key to fanzine culture,
what is common to all titles, is the assumption that there is no difference between
reader and writer” (2002: 241). Many — though not all fanzines — are identifiable by
their somewhat amateur appearance, in terms of content and very basic production
values. There is a strong tendency for fanzines to be run by one individual — writer,
editor and publisher all rolled into one — and they thus offer an opportunity for the
writer to express their “own desires, opinions and beliefs on a chosen topic” (Atton,
2002: 55). To Irish fanzine writer and collector Willie Stewart, one of the key
signifiers of a fanzine’s identity is its amateur publication, arguing that “on a practical

side, it [the fanzine] just has to be self-published” (Interview, Leitrim, 27 June 2012).

" The Irish Daily Star, 24 January 2012.
& The Irish Daily Star, 23 May 2014.



Despite their significance within localised music communities, fanzines have been
largely overlooked in studies of both popular music and fandom. A possible
explanation for the limited analysis of both the texts and their influence can be that
fanzines did not undergo the same level of archiving as other periodicals. Secondly, it
can be claimed that as these publications were primarily aimed at a niche and local
audience, their dissemination was quite limited and perhaps of little consequence; in an
Irish context, very few artists who regularly featured in fanzines became
(commercially) successful outside of their own local ‘scene’. Nonetheless, I argue that
there is significant scope for investigating how fans and musicians interacted with
these artefacts in these ‘scenes’; they provide for a multi-faceted way of examining the
behaviours, cultural preferences, and shared ethics of community participants. While
this research can at times look backwards to a media that can be perceived now as
somewhat antiquated, it provides a new direction for looking at alternative music

cultures in Ireland.

Thesis Argument and Structure

This research project traverses a number of disciplines to present findings on hitherto
unexplored aspects of Irish popular music culture. It does so by focussing on a medium
that has been widely neglected in both media studies and popular music studies.
However, it utilises techniques and theoretical case studies from both of these fields,
whilst simultaneously adopting an ethnographic approach (partially through participant
observation) in determining the significance of fanzines within DI'Y music scenes. By
placing fans at the centre of the research and by focussing on the positioning of fans in
alternative music scenes, the work also fits within the growing fields of fandom and

fan studies®.

Theoretically, the study leans on existing fandom research while also positing that
there are significant gaps in popular music fandom, particularly in the latter’s tendency
towards a somewhat narrow focus on stardom. As | will examine in the next chapter,
the textual analysis and field research carried out in this study are supported by a

significant body of literature. Alongside fandom, the theoretical grounding for this

° Duffett (2013b) notes that fandom and fan studies differ in that fandom scholars are far more
interdisciplinary whereas fan studies “fan studies is a much narrower area [...] Its practitioners aim to
represent fandom in a positive light and tend to study fan communities and practices” (2013b: 2).



work comes from two key areas. Firstly, I transfer Hamilton’s “dominant
representational paradigm” (1997) to explain how there are certain patterns and codes
in the production and consumption of these artefacts. Additionally Bourdieu’s (1984)
conceptualisation of social capital and cultural capital will help to make sense of the
motives for the production of fanzines, and demonstrate how hierarchies can emerge in
communities of taste. These three key theoretical spheres are somewhat interlinked.
All feature prominently in this thesis, but none of them alone could adequately answer
the research questions laid out at the start of this chapter.

The thesis will show that the various shared motives and methods in music fanzine
production in Ireland share a similar sensibility and aesthetic with the DI'Y music
movements that the medium supports. Furthermore, it will demonstrate that the
fanzine has a significant role to play in this movement, but that its influence is not
transferable outside small music scenes that are bounded by shared tastes and
practices. It also demonstrates that there is a temporal specificity to this medium, and
that its significance is waning as new communicative platforms emerge. My research
findings indicate that fanzines, despite their amateur appearance, have been
following similar patterns of production and dissemination since the mid-1970s, and
that adopting a paradigmatic approach to analyse them demonstrates inherited and
deliberate methods of production. While there may be a somewhat communitarian
ethos in the communities that fanzines are a feature of, there is something to be
gained through associations with fanzine culture, and this comes in the form of
cultural and social capital. Fanzine writers are equally motivated to write these
publications as it allows them to actively partake in local and translocal scenes;
additionally, it provides them with the access to the bands that they are fans of,

which demonstrates the significance of fanzine making as fandom.

Chapter Two looks at previous research conducted in popular music and fan studies, as
well as from other relevant fields, to develop a theoretical framework to support my
main arguments. It highlights significant gaps in literature around fanzine texts
themselves, and the paucity of work done to date that explores the practices of DIY
(do-it-yourself) music communities in Ireland. This leads to a need to unpack the term
community and to also deliberate on other terms that are used in academia to describe

the group practices of music makers and fans. Therefore, Tonnies (1964) and



Durkheim ([1893]1984) are considered in terms of traditional formations of
community, with my approach favouring Bury’s concept of an ‘interactive
community’ (2005) over Anderson’s ‘imagined community’ (1991) to describe those
communities that may not be bounded geographically but have shared cultural taste
(Bourdieu, 1984). Yet, there are other ways of describing this kind of activity, and this
research leans towards the usage of ‘scene’ (Straw, 1991; Cohen, 1991; Shank, 1994)
as a more fluid way of explaining the idiosyncrasies and mechanisms of these groups.
Furthermore, this chapter examines the complexities of masculinity in these local
scenes. The chapter presents three key areas for examining these artefacts and the
community they serve that will run throughout this study: a production paradigm; the
positioning of capital in such scenes; and the existence of fandom in DI'Y music.

Chapter Three sets out the methods that are used in this study to complement the range
of literature briefly outlined above. It demonstrates how a mixed methods approach
was devised, with a particular leaning towards qualitative and ethnographic techniques,
to collate the data to support the findings contained in Chapters 4-7. This methodology
section also presents a number of practical challenges that | encountered as a

researcher, particularly in terms of how I framed my own connection to the study.

The primary concern of Chapter Four is to determine what are the paradigmatic
aspects of fanzine production in Ireland. A semiotic and stylistic analysis of fanzines
looks at the materials, generic features, and position of fanzines within localised music
scenes. This chapter demonstrates the significance of the theme of authenticity inn
fanzine production and consumption. Factors such as knowledge, content, design and

economics are all contributors to the development of an authentic music fanzine.

Chapter Five finds out who these producers actually are/were, and why they
publish(ed) fanzines. Its main purpose is to establish how ‘capital’ is accrued by
producers, and how such capital can allow for fanzine creators and collectors to
become taste gatekeepers, drawing on a range of theorists (Fiske, 1992; Thornton,
1995; Hills, 2002) all influenced by Bourdieu (1984). This chapter maps the make-up
of the communities/scenes that the fanzine text was an integral part of, and how the
fanzine provided a gateway into the scene for predominantly young males. It looks at

questions of place and identity, and how social reciprocity is an important aspect of the



‘participatory culture’ (Jenkins, 1992b) that fanzines and their respective scenes foster.
This chapter also encounters another vital group in fanzine dissemination and that is
the collector, and this vital user of fanzines is covered in great detail in this particular
chapter.

Chapter Five also positions the fanzine writer in a different way from other audience
members, placing them as an outsider of sorts. This theme is continued in Chapter Six,
which looks at where the fanzine writer is positioned in terms of scene hierarchies
(Thornton, 1995), and more specifically, what type of a fan they are. Thus, the key
focus in this chapter is the placement of fandom in DIY scenes, looking at the
relationship between fans and musicians in these scenes, and the role of fanzines in
these exchanges. By doing this, it queries a lack of literature in popular music fandom
that investigates the complex nature of local fans. Featuring in-depth interview and
focus group material with musicians adds a new perspective to this study. Music-
makers give their opinions on how important the fanzine has been to developing the
profile of their own musical acts and also for providing a platform for communication
between artist and audience. Against this, the chapter scrutinises the objectivity of
fanzine writers, who are often musicians themselves in localised scenes. With
musicians ranging from their early twenties to early forties taking part in this study, I

also look at the relevance of media like fanzines in an increasingly digital age.

This contemporary turn towards digital technologies provides the focus for Chapter
Seven, which questions how the paradigm of production and consumption of fan
media has shifted. Since the turn of the century, many different media have come to
the forefront to replace the fanzine, and this section analyses which platforms have
been most effective compared to hard copy publications. | query the authenticity motif
that is so integral to fanzine production, and whether this carries the same weight in
online platforms, such as blogging. The chapter also looks at a mini resurgence in
fanzine publishing in Ireland, which some current authors represent as an ‘anti-
internet’ discourse. The chapter considers how community is framed online,
considering the theoretical works of Rheingold (2000), Calhoun (1998) and Castells
(2001), and determining whether the concepts of community and scene need to be

reconceptualised because of a new sociality that exists between fan and performer.
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Finally, Chapter Eight critically summarises the main arguments put forward in this
research, and flags other potentially other interesting avenues of research in this field
that might come out of this study.
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Chapter Two — Literature Review

2.1 Introduction

This chapter explores some of the central arguments and themes that feature in
critical literature related to music and media consumption, and fan practices. At its
heart, my own research looks at the significance of producing, distributing and
consuming fanzines, and to this end, | will examine the merits of conceptualising
such a practice as a paradigm that encompasses the linkages between the cultural,
social, technological and economic aspects of the music fanzines community in
Ireland. A key factor in such a paradigm is the significance afforded to the shared
sense and articulation of authenticity, and I will draw on ethnomusicological case
studies to support my arguments as to why tropes of authenticity recur in music

communities.

This will be followed by an extensive discussion on how forms of cultural and social
capital are accumulated through fanzine production and collection, as well as directly
through musical practices. This work positions the making of fanzines as a fan
practice, and to this end, a significant portion of this chapter will be devoted to the
area of fandom theory and research in order to determine where this study fits within
that field. One of the more complex sections of this chapter explores how groups of
music fans bond, and how shared media practices and musical sensibilities play a

role in this bonding. It also examines how gendered these communities of taste are.
The chapter will deal firstly with two areas where there are significant lacunae in this

research field — studies of Irish popular music, and ‘outsider’ works on fanzine

production.
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2.2 Gaps in Current Literature

Irish Popular Music Studies — A Focus on Identity and Musicality

Given that traditional music is considered a cornerstone of Irish identity, it is no
surprise that ethnic authenticity™® is an important consideration in the analysis of Irish
popular genres. John O’Flynn (2007) outlines how discourses on Irish music place an
emphasis on authenticity, and how “perceived Irishness” is encouraged not just
through the music and performances but also through the projected personae of
musicians and their engagement with specific cultural and social themes in Irish
society (2007: 33)™. Nonetheless, research on Irish popular music studies in Ireland
has been quite limited. As Gerry Smyth (2004) notes, the field of Irish Studies “has
tended to be dominated by literary-critical and historical discourses” (2004: 3). In
relatively recent times, the vacuum that existed in such literature has partly been filled,
especially through the works of scholars such as Smyth (2004; 2005; 2009), and
O’Flynn (2009). Smyth takes a particularly historical overview of Irish popular music
(2005), with a focus on how music forms part of the Irish identity (2009). In the book
reviews section of the journal Popular Music Smyth (2002) also heavily criticises the
publication The Complete Guide to Celtic Music: From the Highland Bagpipe and
Riverdance to U2 and Enya (Skinner-Sawyers, 2000) for the way in which the author
presents herself as the expert in determining what represents the authentic: “Time and
again, artists, performances and individual musical texts are celebrated or condemned
in the name of an ‘authenticity’ which, like the ‘spirit’ which animates it, is ultimately
unlocatable” (Smyth, 2002: 243). Smyth identifies how the concept of authenticity in
Celtic or Irish music, is connected with notions such as ‘spirit’, ‘melancholy’, and
‘feeling’. Certain self-styled Celtic music artists have mobilised these in the marketing

of their music, thus creating unnecessary hierarchies in traditional music circles.

O’Flynn (2009) utilises a more ethnographic framework than Smyth’s more
historically-based works (2005, 2009). His fieldwork sets out to define Irish identity,

its relationship with music, and what mix of signifiers constitute “Irish-sounding”.

10 Authenticity as a concept in studies of popular music will be discussed in 2.4.

1 O’Flynn utilises the example of Sinéad O’Connor to illustrate this point. O’Connor has been an
extremely vocal commentator on issues such as politics, religion, and nationalism in Ireland during
her career.
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O’Flynn deals with a number of different genres of music, but has a particular leaning
towards traditional Irish music, and some of the more successful acts in pop and rock
music. Like many other studies of the Irish music landscape, it does not delve into the
less popular genres of music or scenes based around small, underground venues.
O’Flynn incorporates an element of audience studies, which is often overlooked in
Irish popular music studies in favour of discourses on identity (for example, Campbell,
2011), nationality (for example, McLaughlin, 1999) and musicality.

Participants in music scenes who are not necessarily producers and performers of
music are rarely the primary focus when Irish music is discussed. Hogan (2014a) deals
with this from a youth culture perspective, and as useful as this research is, it is largely
rooted in secondary research, offering accounts of ballrooms, traditional music, and
Northern Irish punk rock. As such, it does not cover studies of more recent audiences.
However, some research into audiences and participants in Irish music scenes is now
emerging - at the 2014 IASPM (International Association for the Study of Popular
Music) UK & Ireland Conference in Cork, both Eileen Hogan and Jaime Jones
presented papers outlining ethnographic research in scenes in Cork and Dublin
respectively, with Jones’ paper in particular examining the practices of more
‘underground’ or DIY networks in Ireland’s capital city. Additionally, recent
undergraduate work by Cross (2011) utilises a subcultural framework to analyse the

‘straight edge’ (see Chapter Four) scene in Dublin.

There is also a growing trend towards analysing music fandom, and this can be seen in
works such as Gary Sinclair’s (2014) investigation into the Irish heavy metal scene.
Sinclair’s work has relevance to my own research in two ways. Firstly, it moves away
from a narrative in popular music studies of Ireland that focuses on either traditional
music, successful rock music (and in particular U2; for example, Bradby and Torode,
1984), and music of the diaspora (Campbell, 2011). Instead Sinclair’s participants are
immersed in music with more Anglo-American influences, and a genre of music which
has only recently received attention in academic circles (Walser, 1993; Berger, 1999;
Weinstein, 2000; Bayer, 2009; Hjelm et al, 2013). The music genres featured in Irish
fanzines are not discussed in any great depth in academia. By focussing on the
audience for this type of music — Sinclair’s research incorporates fieldwork at live

concerts in Dublin city and analysis of music forums frequented by metal fans — he is
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able to determine the differences between online and face-to-face communications in

this scenes, something that my work looks at in greater detail in Chapter Seven®?,

Works like Sinclair’s are the exception to the norm, where - as previously stated - a
select number of financially successful Irish (and second-generation Irish) artists
dominate Irish Popular Music Studies literature: U2, The Corrs, Sinéad O’Connor,
The Pogues, etc. In a similar vein, Matteo Cullen’s (2012) study of the development
of Irish music in the late 1960s and 1970s, with a focus on the texts of rock music may
offer a different perspective, but it does explore three of the most commercially and
critically successful artists of the era in Rory Gallagher, Van Morrison, and Phil
Lynott. Cullen considers texts as products of cultural hybridity (similar to McLoone
and McLaughlin, 2000), and while this provides a useful model for analysing how
contemporary Irish acts have been influenced by non-indigenous forms of music, it
does not offer a framework for this particular research project as its focus is too
centred on internationally renowned music-makers rather than others who

participate(d) in Irish music communities.

Critical Studies of Fanzines

Likewise, there so far has been limited work in the scholarly sphere on the music press
as a distinct medium. A notable exception is Pop Music and The Press (Jones, 2002),
an edited volume focussing on issues such as genre (Chang, 2002), gender (Kruse,
2002), and nationality (Cloonan, 2002) in professional pop music criticism. The
influence of the fanzine is perhaps somewhat dismissed by its non-inclusion in this
book, with only Frith (2002: 24) referring to them as ‘ideological magazines’.
Furthermore, bar cursory considerations by Morash (2010), and the dissertation of
O’Rourke (2010), there has been no thorough examination of popular music criticism

in Ireland to date.

Perhaps it is understandable that fanzines have received minimal academic attention—
after all, they do exist on the margins of the publishing world. Research carried out on
music fanzines pales in comparison to the wealth of diverse literature available in other

areas of popular music studies, according to Chris Atton (2010: 519), who has

12 Sinclair utilised the web-forum of website metalireland.com to find that his participants were far
less ‘civilising’ online than ‘in real life’.
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contributed more than any other to scholarly research into music fanzines (2001a;
2009; 2010). Along with a handful of others (Perkins, 1992; Duncombe, 2008; Triggs,
2010), Atton traces the origin of the fanzine to the international growth of science
fiction fandom in the 1930’s. They argue that early fanzines can be considered a
product of these user/producer communities. While Atton and these other writers have
the same historical pinpoints for the development of fanzines, their approaches to
analysing the texts differ.

Those who write academically about (fan)zines often tend to be — or once were —
creators of these publications themselves, leading to questionable objectivity on the
part of the scholar. One such account is from Stephen Duncombe (1997, Rev. Ed
2008) who gleefully pronounces that as “a punk rocker, left politico, and scholar of
culture” (2008: 8-9), he fully submerged himself in the world of fanzines in the 1980s,
making his own and trading with others to develop a collection. Even the font and
design of Notes From Underground... has a decidedly ‘zine’-like look (A5 size,
typewriter-style font, black and white imagery) and feel to it, with the revised edition

published by Microcosm, a publishing house that itself has published ‘zines’.

NOTES FROM UNDERGROUND:

Figure 2.1: Cover image of Notes from Underground... (Duncombe, 2008)
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As a former fanzine producer and collector himself, Duncombe argues that fanzine
production is a significant community unifier and crucial networking device in
‘underground’ and ‘DIY” scenes. Burt (1998) however feels that Duncombe’s
placement of the ‘zine’ as primarily a punk rock and rebellious manifestation
(therefore stressing its political nature) ignores why many writers and readers of
fanzines are attracted to the medium, i.e. to gather news and information not found in
the mainstream media. As Burt notes: “Many zine writers and musicians have noticed
the problem already, and tried to solve it, by finding ways to be “alternative” (i.e.,
creative, independent, original) without caring much about being aggressive, or
oppositional” (1998: 151-152). There is value in Duncombe’s hypothesis, as it is
difficult to be original and independent without being oppositional in the process;
those that position themselves within DIY cultures are defined not just by what they
are but what they are not. This demonstrates a more tribal or subcultural nature to the
community, and as Gelder suggests (2007), there is a key difference between
subcultural and counter-cultural movements. Drawing on the example of 1960s
hippies, he argues that counter-cultures believe that they can influence wider social
change, in that “they imagine that society’s values ought somehow to reflect or absorb
their own” (Gelder, 2007: 22). On the other hand, subcultures (or ‘tribes’ as a possibly
preferable term — see below) do not really consider “having social change on their
agenda” (Gelder, 2007: 22).

This presents a difficulty with the application of a straightforward subcultural
approach within my own research, as it risks ignoring the participatory pleasure that
can derive from what is essentially a fan-centred practice (the production of fanzines).
Following the conception of subculture as posited by scholars such as Hebdige (1979),
Duncombe’s focus is too centred on the oppositional nature of fanzines to mainstream
society. While arguably music fanzines are subversive, there is disappointingly little
concern from Duncombe for the role of the ‘zine’ writer as fan. There are other issues
with Duncombe’s work; while it offers interesting first-hand perspectives on fanzine
production and networking in mid-1990s America, Duncombe fails to acknowledge a
contemporaneous fanzine movement in the UK, only writing about British fanzine

culture in the past tense.
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In an Irish context, there is a clear gap in literature concerning the production and
dissemination of fanzines. Morash’s overview of the Irish media (2010) gives an
otherwise comprehensive historical account dating back to the 1400s without once
mentioning fanzines. The only occasions to date when Irish music fanzines have
received analysis in scholarly research has been in two undergraduate dissertations -
Clodagh Murphy’s unattainable®® 1998 thesis focused on the role of women in Dublin
(and international) punk scenes and utilised fanzine texts; while Anthony “Anto”
Dillon’s work (2005), takes an historical overview of Irish music fanzines dating back
to 1977, and includes case studies with several fanzine writers. Like Duncombe, Dillon
does not attempt to position himself as the independent, objective scholar. As the
producer of one of Ireland’s longest-running fanzines Loserdom (1996 — present), and
as an active participant in developing fanzine archival and celebratory hubs such as
The Forgotten Zine Archive™ and Independent’s Day™, he holds a uniformly positive
view on the production of fanzines in Ireland and their subsequent impact on music
communities, closing the thesis with the following statement: “With the freedom that
zines enjoy, from commercial imperatives such as the maintenance of stereotypes and
drive for financial profit; of literal creative, expressive and communicative autonomy;

long may they continue!” (Dillon, 2005: 40).

Neither Duncombe nor Dillon explored factors — technological and sociological — that
contributed to a downturn in fanzine production and consumption in the past decade.
In their defence, both Duncombe’s (originally 1997) and Dillon’s accounts were
written at a time when there was not a significant decrease in fanzine production.
Duncombe acknowledges (in his revised edition, 2008) that the digital age should have
had an impact on fanzine output, in that the Internet offers a hub for DI'Y media
production (2008: 210-211). However, he also believes that fanzines will continue to
have an audience due to the ‘underground’ nature of discovery, reinvention, and

dissemination of fanzine content. Again, his scope is limited to US audiences and does

3 Murphy’s (1998) .....Women in the Punk Subculture through an Analysis of Zine Texts thesis is no
longer available via the DCU Library, the DCU School of Communications, or from the writer
herself. In an interview conducted for this study, the author could not recall the main themes or
findings of the research, but Dillon (2005) refers to her research in his study of Irish fanzines.

4 An archive of various Irish and international fanzines housed at Seomra Spraoi, Dublin (Chapter 5).
15 An annual event held in Dublin city where fanzine writers and producers display their work, and
sell/trade content. Fewer music fanzines are appearing at this event, with zines focussing on areas of
interest such as art and literature gaining more traction.
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not consider how these networks can persist in smaller communities despite digital

media.

Triggs’s work on fanzines (1995; 2006; 2010) comes from a different perspective, with
an emphasis on graphic and stylistic representations. The liner notes of one, Fanzines:
The DIY Revolution (2010) describes her as “an avid collector of fanzines”, but she
was heavily criticised by fanzine writers for that publication. 1t combined visual
content from fanzines with commentary that mixed historical information with some
scholarly analysis. The backlash related to permission that was belatedly sought
regarding the inclusion of images from numerous fanzines, as well as some factually
incorrect information®. The fact that she did not explicitly seek this consent at an
earlier time made her more of an ‘outsider’ to the fanzine community than Duncombe
and Dillon who retained some element of cultural capital within the community of
fanzine makers and readers through their own involvement in scene. It could also be
considered that her role as an ‘outsider’ (Chapter Three) influenced the reception she

received from the fanzine community.

While most studies focus on the punk fanzine (for example, Triggs, 2006; Worley,
2015), Chris Atton (2001a) includes publications beyond the ‘classic’ punk-influenced
‘ripped and torn’ assemblages. He looks at how progressive rock fanzines differ, in
that they are works of fandom focussing on one particular band*’. The common
discourse on fanzines is that they are cheaply produced and amateur publications,
whereas Atton’s research contradicts that by highlighting that there are individuals
who seek to make the most professional publication they can. This is useful in that it
demonstrates that fanzine production takes a different form from the ripped and torn
aesthetic so beloved by many practitioners. However, there is little discussion about
scene-building within Atton’s progressive rock research, and within an Irish context,
the primary focus was the localised punk and hardcore communities. Thus, the gap my

own work aims to fill relates to the positioning of fanzines within music scenes, and

16 A website fanzinesbytealtriggs.com was developed by disgruntled fanzine writers and a prominent
zine writer (Wrekk, 2010) wrote that by her actions, Triggs did not understand the ethos of the zine
community.

7 In all but one case, the titles he focussed on devoted all their content to an individual act, e.g. Yes,
ELP, Gentle Giant, King Crimson. It is fandom rooted in a specific act more than a scene.
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how they need to be considered as fan works as opposed to simply articulations of

rebellion.

2.3 A Production ‘Paradigm’

Style is very much part of the ‘message’ that is intertwined with fanzine production.
Subcultural theorists at the Birmingham Centre for Contemporary Cultural Studies
(CCCYS) in the 1970s brought style into discourses on relationships between youth,
social class, and music. Willis (1978) adopted Levi-Strauss’s concept of ‘homology’
in his study of bikers and hippies to demonstrate the relationship between the values
and lifestyles of these groups. Style was seen as homological in that, for example, the
studded leather jacket of the biker was a representation of toughness and
outsiderness. Willis draws a homological connection between class and taste when
he looks at how both bikers and hippies are drawn to particular types of music, thus
removing individual choice somewhat from the selection process; this
conceptualisation has been problematic for many popular music scholars, with Simon
Frith noting that “the precise fit (or homology) between sounds and social groups
remains unclear” (1996a: 120). Frith proposes instead a more fluid formation of
groups whereby “they only get to know themselves as groups (as a particular
organization of individuals and social interests, of sameness and difference) through

cultural activity, through aesthetic judgement” (1996a: 111).

Hebdige (1979) offers ‘bricolage’ as an alternative concept to homology for describing
style trends within the punk rock scene, where appropriated and manipulated images
from everyday life were utilised to produce literally cut and paste artefacts, often to
deliberately ironic and disruptive effect. The punk fanzine typically adopts a form of
‘bricolage’, which can be deciphered through a semiotic reading of fanzine covers,
where collages of images and words, ‘Letraset’ lettering and rough photocopying
contribute to a deliberate composition that represents tribal resistance against
authority. Hodgkinson sees “the classic image of the fanzine [as] handwritten or
photocopied, a cut-and-paste black-and-white format™ (2004: 227), and the majority of
Irish publications follow a similar pattern - produced by fans making artefacts that do

not look ‘professional’, but hand-made. They can be seen as a metaphor for the ‘do it
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yourself” empowering spirit of punk rock, whilst also signifying distance from the

conventions of mainstream print media.

However, the conceptual grounding for this research is drawn from an analysis of
style, design and culture that is far from the topic of fanzines. Peter Hamilton’s study
into the paradigm of French Humanist Photography (1997) has been particularly
valuable, and has links to Barthes’s statement that “the photograph is not simply a
product or a channel but also an object with a structural autonomy” (1977: 15). With
recurring socially levelling themes such as La Rue (the street), children playing, the
family, Paris and its sights, the empathetic photographers of post war France
developed their own style. Some of the photographs had a spur of the moment feel to
them and, taken on location, they seemed more naturalistic and rooted in the tight knit
community of the working classes. For example, a photograph of a blind accordionist
(Hamilton, 1997: 113) shows that the bystanders in the photo are modestly dressed,
illustrating that the photography takes place “in the habitat of the classe populaire”
(1997: 115). What Hamilton terms a “dominant representational paradigm” (1997: 76)
emerges which is inclusive of contemporary technologies of production and

dissemination in popular magazines. For Hamilton:

The concept of dominant representational paradigm indicates that this photographic
approach offers a certain vision of the people and events that it documents, a
construction which rest on how they were represented by the choices of both
photographers and the press (1997: 76).

Thus, the paradigm puts an emphasis on the aesthetic and political decisions that the
producers make, and how this provided for a different way of viewing ‘Frenchness’.

As he elaborates:

What the concept of paradigm offers us is a way into understanding how groups of
photographers shared a common perspective on representation, how they clustered
together in a way that ensure the dominance of the humanistic paradigm as a form of
representation, developed a common agenda of central themes which expressed their
‘world-view’, and offered alternative images of French society which debunked and
contested other forms of representation (Hamilton, 1997: 79).

Therefore, it is not simply a matter of form and aesthetics that is significant within this
paradigm, but also ‘representation’. Produced in the post-war context, often by

photographers who were also members of the Communist party, these photographs
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represented an ideological aspiration to rebuild France from its grassroots up, and
favoured depictions of marginalised groups in society. The paradigm is not just based
on the semiotics of the photographic image, but it also encompasses economic,
technological and political factors, and takes into account how and where this media is
consumed. Distributed in cheap magazines such as Paris-Match, these black and white
photographs appealed to their working class audience as they represented their social
and working cultures. They used cheap technology (just as fanzines do) not just on
economic grounds but on aesthetic grounds also. Colour printing, while somewhat cost
prohibitive, also symbolised ideas of luxury and stardom, ideologically at odds with
the ethos of humanist photography. As will be demonstrated in Chapter Four,
interview data collected during this project illustrates that fanzine producers have a
very clear picture in their heads of what a fanzine should look and feel like, and how

information should be presented.

Indeed, Hamilton’s paradigmatic approach can be applied to research into the
production and consumption of homemade music fanzines in Ireland. Broadly
speaking, when fanzines are stapled together, feature imperfections, and look as DIY
as possible, they are more likely to be embraced by a punk community that values
local community production over professional publication qualities. As well as the
paradigm demonstrating a formal deviation from conventional magazine practices, it
also helps to make sense of practices of representation that take place in fanzines.
Furthermore, as technologies evolve (Chapter Seven) there is upheaval within the
community, and a paradigmatic shift occurs - if any one of the factors in the paradigm
changes, they all do. As with the humanist photographs, there is a geographic and
temporal context attached to printed fanzines. When they are removed from that
context (for example, the humanist photographs hanging on the walls of an apartment
in 1990s New York or in a coffee table book or at an exhibition), they take on a
different meaning and value. This nostalgic value will be explored in greater detail in
Chapter 5 of this work when | examine the archival responsibilities of Irish music
fanzine collectors. The period of time where the fanzine was a core aspect of DIY
cultures has come and gone, and now as people start to consider them as potential
collectors’ items, the meaning of them has changed again. The use of Hamilton’s
approach is not one that | have seen applied to musical contexts, so will be unfamiliar

to many, but I still assert that it is valuable for my research work. Hamilton’s work
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does not conceptually fit all of this study — it is not necessarily connected to displays of
fandom or the accumulation of capital in alternative music cultures and thus is not
always interlinked with two of the key conceptual elements (fandom and capital) of
this dissertation — but his concept of a “dominant representational paradigm” is
particularly useful as a comparison piece and model for examining the components of
fanzine production and dissemination, and also in explaining the paradigmatic shift
that has taken place with fan-produced media in DI'Y communities. This will be further

elaborated on in Chapters Four and Seven.

2.4 Authenticity in DI'Y Communities

This paradigmatic approach also brings up questions of authenticity, a theme which
runs throughout this research. The closer that a fanzine maker can be to the shared
ideal of what a fanzine should look and feel like, the closer they are to being
considered authentic participants in a music scene. Indeed, authenticity is something
which is constructed and maintained within the music community itself, and for
fanzine producers, adhering to the same DIY principles that shape the music helps in
positioning them as authentic fans. Thus, it is important to examine how authenticity
fits within scholarly debates in popular music studies over the past century. Adorno
(1948) uses it as a concept to analyse the music of Stravinsky, whom he criticises for
seeking to be authentic by regressing to the infantile and primitive. However, some
writers have noted that authenticity is not a particularly pertinent term in popular
music studies in post-modern times. As the usage of techniques such as sampling
become more commonplace in music production (see Oswald’s talk on
‘plunderphonics’, 1985), Born and Hesmondhalgh contend that “in an earlier phase of
popular music studies the buzzword was authenticity, and this has also been consigned
to the intellectual dust-heap” (2000: 30).

Nonetheless, I agree with Moore’s (2002) affirmation that it still holds relevance in
debates around popular music. While authenticity has at times been used to
distinguish between genres of music which are considered less mainstream than
others (for example, ‘edgy’ rock in comparison to ‘commercialised’ pop; see Frith,

1988a), | feel that it is best used as a focal point for the analysis of how forms of
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‘capital’ (see 2.5) are generated within communities around specific genres of music.
This perspective is evident in a number of writings: Reynolds (2006), in his analysis
of jungle music remixes, equates authenticity with knowledge of the genre, in
reaction to its popularisation of the genre as drum and bass in the mid-1990s, which
saw ‘real’ devotees move further ‘underground’; Thornton (1995) links collecting
and specialist knowledge in clubbing communities to authenticity, while Turino
(2008) finds authenticity in the ‘cultural cohorts’ that organise and experience contra
dancing in the US; Frith (1988b) looks at how British media and experts in the
1930’s started to view ‘black jazz’ as more authentic than ‘popular white jazz’; while
Middleton (1990) examines discourses around what legitimates folk music as
authentic. Even, the bike boys in Willis’s study (1978) preferred a particular format —
78rpm records over 45rpm records — as it was deemed to be more traditional and

therefore more authentic.

Though it is difficult to know, by hearing, if any music is ‘authentically produced’, the
discourse of authenticity is central in the commercial promotion of all recorded music
and is observable in conversations fans have about musicians and the text objects
present in music scenes. In Fox’s (2004) in-depth ethnographic study of small town
Texan life, he portrays country music as something that is seen as an authentic blue-
collar practice by its practitioners; thus, for Fox, authenticity is inextricably linked to
class. By focussing on the local honky-tonks that were central to this class-based
community, Fox demonstrates that “the working-class claim on “country music” is
coherent, justified, and ethical — that is to say, “authentic” — in a way that a musical
commodity simply cannot ever be” (2004: 31). The song and speech of locals
represents blue-collar culture in a way that crazes (such as the line dancing that was
derided by Fox’s informants) and commodities cannot. Just as fans of alternative
music genres align themselves to specific music communities as a means of sociability
and escape from the rigours of daily life, so too do the country music musicians and
fans. For them, voice, character and identity are all important characteristics within
this authentic construction, and the ‘stars’ are ordinary; for instance, the lead guitarist

playing at the honky-tonk might be fixing up cars for audience members the next
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day®. This construction of authenticity, just as it can be in DI'Y music cultures,
suggests that authenticity is something that is maintained by insiders within the
community and in opposition to the commercialisation and stardom of other popular

music genres.

The respondents to my work frequently define themselves by what they are not (i.e.
anti-mainstream); similarly, Fox’s informants see themselves as real country because
of their working class culture and because they do not consider themselves to be urban
despite their proximity to Austin. In other cases, it is those from outside the
community that attempt to characterise it; for instance, Schloss argues that critics of
hip-hop “have never been shy about equating a lack of live instrumentation with a lack
of musical quality” (2004: 76). Schloss’s study of hip-hop producers also finds that the
vast majority of those engrossed in sampling culture in the United States are male.
This, however, is not the only similarity between this study and my research on male-
dominated alternative music cultures in Ireland. For Schloss: “producers have
developed an approach to authenticity that is characterized by a sort of aesthetic
purism; certain musical gestures are valued for aesthetic reasons, and one’s adherence
to this aesthetic confers authenticity” (2004: 64). Those aesthetic values position
sampling as the key authentic ingredient of hip-hop, with live instrumentation only
accepted as a supplementary device in production and performance. This purism that
hip-hop producers guard offers a particularly useful way of articulating the aesthetic
patterns that define the fanzine production paradigm. Schloss also finds a rather
sensual element in his work; the timbre of old analogue recordings that are
subsequently manipulated by the Deejays is deemed to be more authentic than digitally
recorded instrumentation for some of his respondents. The crackle and hiss of vinyl
records, particularly in an increasingly digital culture, bears similarities to how the

texture of the home-produced printed fanzine can be a signifier of authenticity.

The works of Fox and Schloss, in particular, demonstrate how authenticity can be
constructed and maintained locally, culturally, and through practitioners of specific

popular music genres. Yet, authenticity is not just a concern of music makers and their

'8 This accessibility is the opposite of the reification described by Adorno (2002) in the culture
industries. The musicians in the local country circuit are treated as ‘real’, and thus ‘authentic’ humans
as opposed to ‘stars’.
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audiences. As Moore (2002) suggests, authenticity is a term that has existed in music
journalism and fan writing for a number of decades, and it can also be argued that it “is
central not only in writings on (pop, rock, and classical) musical value and
significance, but also in recurring debates about the role of music journalism”
(Weisethaunet & Lindberg, 2010: 465). This has particular relevance to my research as
it is a concept that applies both to those writing fanzines and those that feature within
them; they attain specialist knowledge and skills that not only portray them as
authentic participants within the community but also help them to accumulate some

form of ‘capital’.

2.5 Capital Associated with Fanzines

It can also be considered that perceptions of authenticity play a role in developing the
types of capital one possesses. Pierre Bourdieu takes a more empirical view of cultural
taste than the somewhat philosophical perspective of mass culture that Adorno,
Horkheimer and other Frankfurt scholars offer. Bourdieu (1984) identifies different
types of capital as an alternative to solely economic capital, and the merits of social
capital and cultural capital as analytical concepts will be discussed in this research,
while I will also look briefly at the concept of ‘symbolic capital’. Some writers on
punk and DIY cultures argue that capital as a word should not be used in describing
fan practises due to its financial connotations (Gordon, 2005: 163) but | maintain that
that is a constrictively narrow understanding of the term. Additionally, in recent work
on EDM (Electronic Dance Music) fandom, Beate Peter (2014: 40) suggests:

It may be time to move from a class or capital-based analysis of culture towards an
understanding of fan communities as entities with their own internal structures and
with logics, entities that cannot easily be framed by traditional theoretical dichotomies.

Peter believes that Maffesoli’s concept of ‘tribes’ (1996) provides a potential
framework in understanding the fluid ways that cultural groups form in contemporary
society. While such an application of tribes is a valid concept (2.7), | do not believe
that it is time quite yet to dispense with formulations of capital from studies of popular
music and fandom, despite the fact that the word capital has become a scholarly catch-

all for describing knowledge, sentiments, or possessions garnered. Fan studies have
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utilised Bourdieu’s concepts such as ‘cultural capital’ and ‘social capital’ (for example,
Fiske, 1992) to help explain the cultural consumption of fans and how they attempt “to
build up different types of fan skill, knowledge, and distinction” (Hills, 2002: 46). This
section unpacks the work of Bourdieu to determine its relevance to this study, and
subsequently considers how other scholars (namely Fiske, Thornton, and Hills) have

appropriated Bourdieu’s conceptualisation of capital.

As later chapters will show, the fanzine producer does not tend to reap much in the
way of economic capital, with most fanzines being produced for little or no profit.
Nonetheless, they are situated as knowledgeable and influential participants in the
music community and can be viewed as gatekeepers of taste. Bourdieu looks at the
role of taste as a core aspect of habitus, and it can be argued that different types of fans
and different types of music communities are determined by their role in creating and

appreciating their preferred type of music:

It is in the relationship between the two capacities which define the habitus, the
capacity to produce classifiable practices and works, and the capacity to differentiate
and appreciate these practices and products (taste), that the represented social world,
i.e., the space of life-styles is constituted (1984: 166).

For Bourdieu, individuals store knowledge, habits, and dispositions within their
habitus that allow them to subsequently display their cultural capital at opportune
times, thus enabling them to situate themselves in an elevated position within the
social ‘field” (Bourdieu, 1984). As such, knowledge is acquired in the practice of
everyday life, so cultural capital is often accrued and displayed subconsciously; as
Moore suggests, “people blow their cover if they make too much of an effort to seem
rich or if they study the arts too strenuously” (2005: 233). In Bourdieu’s articulation of
capital, the dominated bourgeoisie, with lower levels of economic capital than the
dominant class, nevertheless often displayed higher levels of cultural capital. In this
grouping, he postulated that members of society such as academics or bohemians are
more than likely well educated and have a shared taste in more high-brow culture.
Thus, cultural capital is generally something that is accumulated through education,
knowledge, and cultural awareness. For Bourdieu, the taste that forms one’s cultural
capital is a marker of social status, with the working class and ‘petit-bourgeois’

displaying low levels of economic, social, and cultural capital.
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Recently, various fan studies have utilised the concept of cultural capital to
demonstrate the non-economic capital that can be accumulated in fan communities;
from fans of low-brow popular culture such as soap operas (Hobson, 1989) to
aficionados of jazz (Whyton, 2014), cultural capital has been used as a tool to
articulate the social status of fans within the taste community. However, fanzine
producers are peripheral to the activities of the music and publishing industries, and it
is debatable as to what level of cultural capital they have outside their music scene, just
as it is questionable how the habitus of soap opera fans would be beneficial in an
environmental external to their own clique. This provides a difficulty for popular
music and fan studies that deal with marginalised cultural practices; some scholars
have attempted to bridge the gap between what they term ‘official’ cultural capital
(Fiske, 1992) or ‘proper’ cultural capital (Hills, 2002) and a cultural capital that is
more engrossed in popular culture. As such, Fiske uses ‘popular cultural capital’ and
‘fan cultural capital” almost interchangeably as more specific alternatives to cultural
capital. He argues that amongst communities of fans accumulating knowledge is
central to garnering cultural capital within the community. Knowing the right people,
the breaking trends, the “lingo” of the community, can signify credibility and establish
possession of ‘fan cultural capital’. Like Fiske, Sarah Thornton limits the influence of
education in the acquisition of capital in her formation of ‘subcultural capital’ (1995),
which in theory makes it perhaps the most suitable variation on the concept of capital

for the study of do-it-yourself cultures.

She articulates subcultural capital as a way of illustrating hierarchies that exist within
the club cultures that she investigated in the mid-1990s in the UK. For her, access to

items such as the latest white-label*®

helps to elevate one to the upper echelons of the
clubbing hierarchy; while this may illustrate — to use Marx’s term (1976) — a ‘fetishism
of the commodity’, Thornton posits that these records “enjoy a kind of attenuated
aura” (1995: 69). In her study, subcultural capital helps to distinguish between the
insiders (the ‘hip’) with high levels of subcultural capital from the ‘poseurs’ (imposters

with low levels). As such, there are advantages to using Thornton’s subcultural capital

19 The “white label’ record was a fixture in 1980s/1990s clubbing circles, referring to pre-releases of
12” singles that appeared with simple white labels and no artwork. Distributed (as a limited edition) to
clubs and DJs prior to release for promotional purposes, it was a device used by record labels to see if
a track had potential for success prior to an expensive outlay on the pressing of a single for release
Langlois (1992: 233).
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framework for this project; chief amongst these is that authenticity is a central
construct in the formation of subcultural capital, which ties in with a key theme of my
own research. Secondly, subcultural capital is very useful for dissecting hierarchies
with a fan community. It also deals with capital in a more localised manner, and thus
the capital that is acquired is more limited, particularly when brought outside such a

community.

Subcultural capital is less rigid a concept than cultural capital, with subcultural capital
becoming diluted once the mainstream media shows an interest in it. As David
Hesmondhalgh notes about the club and rave cultures investigated by scholars such as
Thornton: “As with punk, the story of acid house makes it difficult to talk about the
rise of an authentic subculture which was then co-opted by commercial interests”
(1998b: 248). Herein lies one of the primary concerns with applying this framework to
my study. As will be discussed in greater detail later in this chapter (2.7), | am
reluctant to frame the participants in this study as part of a subculture, be that a punk
subculture or otherwise. It is also clear that Thornton had some concerns with the
subcultural model, particularly the one proposed by the Birmingham CCCS which she
deemed to be “empirically unworkable” (1995: 8). Post-subculturalist theorists bring
the term away from studies of deviance or criminology, and Gelder argues that “the
post-subcultures model turns away from a sense of subcultures as distinctive social
groups” (2005: 14) with a stronger emphasis on the relationships between the
participants, which makes it more of a fit for this research. In fact, Thornton’s work
almost paints the participants within her study as more of a tribal network (akin to
Peter’s later work) than a subculture. However, | would have another criticism of
Thornton’s model in relation to my own findings; she acknowledges very little
recognition of fan cultures in her work. While she discusses hierarchies that exist
around knowledge, access, and ‘hipness’, she fails to recognise that a “hierarchy of

fandom level” (MacDonald, 1998: 137) exists.

By exploring Bourdieu’s concept of cultural capital, and its subsequent reimagining by
Fiske and Thornton, it becomes apparent that there is not one exact fit for this study. It
is a form of cultural capital that fanzine writers and enthusiasts gain through their
involvement with these texts, even if that cultural capital is only valid within a

relatively small community. Nonetheless, (sub)cultural capital as a concept taken in
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isolation does not adequately explain how fanzine producers acquire status without
acquiring economic capital. Because of this, another strand of Bourdieu’s work needs
to be considered, and that is what he terms ‘social capital’. He suggests this concept as
an alternative to material wealth, and as a way of bringing culture into post-Marxian

discourse on class. He outlines social capital as:

The sum of the resources, actual or virtual, that accrue to an individual or a group by
virtue of possessing a durable network of more or less institutionalized relationships of
mutual acquaintance and recognition. Acknowledging that capital can take a variety of
forms is indispensable to explain the structure and dynamics of differentiated societies
(1992: 119).

Hills (2002) criticises both Fiske and Thornton for the emphasis they place on (fan)
‘cultural capital’ as he feels it neglects discussion around how expanded one’s
networks and social practices are, and the potential role that social capital can play in
fan hierarchies. Hills argues that ‘fan social capital’ should be given more credence in
research as it provides a frame for describing how one can potentially find a higher
position in a fan hierarchy, largely through “the network of fan friends and
acquaintances that a fan possesses, as well as [writer’s emphasis] their access to media
producers and professional personnel linked with the object of fandom” (2002: 57).
For producers of fanzines, social capital is one of the ways they are compensated for
their efforts — they develop networks within the fanzine writers community by sharing
content, building up strong relationships with other fans, and have status within the
taste community as a mediator between musicians and fans. Hills does acknowledge
that ‘fan cultural capital’ and ‘fan social capital’ run interdependently; in principle, one
needs the combination of cultural artefacts and knowledge to gain the social capital
required. There is a difference in the fan communities that Hills speaks of from those
that | investigate; he notes that the majority of fans partake in ‘official fandom’,
through channels such as fan-clubs. This may apply to television programmes,
celebrity pop stars, and science fiction texts, but in alternative music cultures, there is

little scope for a more organised and official fandom.

Social capital may not be as important to them as to those seeking to climb the ladder
of their fandom clubs to become what Hills terms ‘executive fans’. Nonetheless, it
does have a place in this research as it indicates a participatory culture where

community members acquire status by not just what they know but also who they
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know. Hills also proposes that Bourdieu’s notion of symbolic capital (2002: 57-58) can
be applied to help describe how one’s reputation and prestige increases. However, it is
uncertain whether Bourdieu actually sees this idea as a separate form of capital, or

merely as an extension of cultural capital:

It [cultural capital] thus manages to combine the prestige of innate property with the
merits of acquisition. Because the social conditions of its transmission and acquisition
are more disguised than those of economic capital, it is predisposed to function as
symbolic capital, i.e. to be unrecognized as legitimate competence, as authority
exerting an effect of (mis)recognition (Bourdieu, 1986: 245).

This concept of ‘symbolic capital’ is more suited to a more organised fandom, and as
such, the two primary elements of Bourdieu’s framework that this work will utilise are

social and cultural capital.

Capital, Collecting, and Ageing

Aside from the social capital that scene members acquire through their access to media
and the producers of music, capital can also be acquired through the collection of
media and memorabilia. According to Miller, “things make people just as much as
people make things” (2010: 135); material objects are significant contributors to our
social and emotional needs, as well as providing valuable reminders of times that have
passed. Therefore the physical act of collecting needs to be investigated. Record
collecting as a practice has a great deal of relevance as a comparison to this particular
study, because a number of my informants had become collectors of fanzines. Roy
Shuker (2004; 2010; 2014) has done more than any other scholar to explore and
understand the nature of record collecting in recent times. He argues that ‘completism’
(2004: 320), the need to own an entire collection of something, is central to the mind-
set of many collectors. The main irony, of course, here is that it is access to economic
capital that can help elevate one to this position of gatekeeper. This is where Shuker
distinguishes between the fan who ‘completes’ and the one who ‘discriminates’

(2004); taste dictates how one is selective in what they purchase and collect.

Collecting is a method of accumulating capital. Fiske notes that fans often tend to be
collectors as well, and it is at the junction that cultural and economic capital meets
(1992: 43). While this is useful in relation to my research, there is a difference when

examining the collection of relatively ephemeral items, such as fanzines, that may have
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little intrinsic economic value; this generates a paradox that there is some sense of
(non-economic) value to cheaply assembled and often free artefacts. For many of these
collectors, there is a sense of shared capital, that they have a curatorial responsibility to
maintain these publications. This is echoed in the collectors of comic books that
Tankel and Murphy encountered in their 1998 research, who they feel were partaking
in ‘curatorial consumption’ (McCracken, 1988). However, a criticism of Tankel and
Murphy is that they do not look beyond the archivist’s own preservation of comic
books; they do not consider how these comic books could potentially be archived for
future generations. While Tankel and Murphy refer to it as a comic book ‘community’,
what they actually present is individual collectors conducting a more solitary pursuit;
instead of interacting with each other and sharing knowledge with a community, they

are in competition with one another.

While accumulation is central to developing cultural capital, it needs to be considered
as to what happens when capital is condensed. If ‘goods’ basically equal capital,
ageing often brings change: we tend to collect things from our past but we start to
separate from what Daniel Miller (2010) simply terms “stuft” as we get older; Miller’s
anthropological case studies showed individuals who shed possessions as they aged,
keeping individual trinkets symbolic of different key life events. As Miller’s
participants grow older, the physical space they have shrinks so their collection of
memorabilia becomes increasingly essentialised. Miller’s ideas will be utilised to
analyse ageing fanzine collectors, and how they become more selective, or
discriminative (to use Shuker’s terminology), with age. With notable exceptions such
as Andy Bennett’s (2006, 2013) studies of ageing punk rock fans, there is a rather
limited pool of literature on fans of niche genres who are middle-aged or older.?
Miller’s research subjects prioritise ornaments that conjure up specific memories, and
this emotional or nostalgic attachment to the artefact will be explored in much depth in
Chapter Five, based on the evidence that has emerged through conversations with Irish
fanzine collectors. To help present this empirical research on ageing and/or former
scene practitioners, | will draw on Svetlana Boym’s work (2001) on ‘reflective

nostalgia’; Boym speaks of an acceptance by individuals that a particular time has

2 There has been interesting research done into the life course of fans by Harrington and Bielby
(2010), and Harrington et al (2011). VVroomen (2004) also has conducted extensive research work on
older female fans of the solo artist Kate Bush.
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passed by but they retain a wistful longing for a certain time and place. This is a
particularly useful perspective when looking at those who retain collections of fanzines
from a time before circumstances and ageing changed their personas and those of their
peers. Interestingly, the retention of such collections is not seen by all as a display of
fandom: Shuker (2014) argues that record collecting is a “more focussed and
intellectually rationalized activity than fandom” (166) where the pursuit of cultural
capital is central to his research subjects. Yet, collectors share many of the same
characteristics as fans, including a desire and perhaps obsession to gather as much
distinguishable memorabilia as possible.

2.6 Fandom

The people that are encountered in this research are actively engaged with their music
communities, and can be considered practitioners as most of them are already involved
in some output, whether that be music-making or promotion/production, fan-generated
media, etcetera®’. The fanzine producers are active fans in this participatory culture:
they are the people who attend the DIY gigs in small venues, buy the merchandise
from touring bands, and enthusiastically discuss the music of local bands in the scene.
They acquire, produce and disseminate knowledge of the scene, using its own
terminology and points of reference. As noted earlier in this chapter, previous literature
on music fanzines has not spent enough time considering the writing of a fanzine as a
fan practice, and has instead focused primarily on the fanzine as an act of rebellion.
This may be because the position of the fan was not always taken seriously by the
academy. A significant portion of this research looks at how fanzine production and
consumption is a way of displaying one’s personal fandom towards a particular type of
music, or else how they (fanzines) act as a facilitator for fans to interact with the
objects of their fandom. While Matt Hills (2002: ix) notes that “defining ‘fandom’ has
been no easy task, despite (or perhaps because of) the ‘everydayness’ of the term”,
Shuker neatly describes it as “the collective term of the phenomenon of fans and their

practices” (2012: 122). Within these music scenes investigated in this work, the role of

2L A quote from one Dublin musician in a focus group held in early 2014 succinctly sums up this
phenomenon: “most people are already up to their necks in it anyway”. This will be used later in this
research (Ruadhan O’Meara, Dublin Focus Group, 31 January 2014).
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the fan is central; it may be difficult to define the characteristics of fans in small and/or
localised scenes, but they are present — they are the readers and writers of fanzines,
those that organise and attend DIY concerts, and also performers themselves. As such,
a wide range of literature related to fandom needs to be considered, and the trend set
by the first waves of fan studies which veered towards science fiction and fantasy is
starting to dissipate somewhat as scholars look at various areas of fan-centred interests
such as sports, music, gaming, and online fandom?®. Yet, it remains a rather limited
pool of research, with popular music scholars generally preferring to focus on specific
music communities and producers than their fans, according to Mark Duffett (2013a).

Before dealing more exclusively with fandom in popular music, I will analyse various
other works in the field, as it is still a relatively recent area of study, with the first wave
of fandom literature appearing in the 1980s (Gray et al, 2007: 3). Many early scholars
in the field of fandom express a degree of gratitude towards Michel de Certeau, in
particular his work The Practice of Everyday Life (1984). Henry Jenkins’s key term
‘textual poachers’ borrows from de Certeau’s idea of poaching, while Fiske hails him
as “one of the most sophisticated theorists of the culture and practices of everyday life”
(1989: 32). What de Certeau does well is to articulate how ‘ordinary’ people can
organise those “practices of everyday life” that sometimes run in opposition to the
boundaries of societal norms. Therefore, de Certeau offers a valuable insight into how
people organise their leisure activities and hobbies, and in media terms, it looks at how
individuals can read particular meanings into cultural texts, which are specific to the
practices they engage in. This has since been adopted to show how personal fandom is
organised, with Jenkins’s Textual Poachers (1992b) seen as one of the first key texts to
actually look at the practices of fans. Jenkins’s work has frequently been concerned
with science fiction and telefantasy?® with the Star Trek fans that he discusses
demonstrating textual poaching through the reinterpreting the text of the popular
television programme. These fans can produce their own works based on minor
elements of the original programme, and thus it provides an outlet for creative

escapism for fans. This has relevance to my study as textual poaching is similar to

22 \While there were still papers around fans relationships with texts such as Star Wars and the Harry
Potter series, the 2014 Fan Studies Network Conference held in London, England, featured a diverse
programme of papers covering varied cultural activities.

2% Television programmes that either feature science fiction or fantasy, or a combination.
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‘bricolage’, a practice that was part of dedicated punk communities and the subsequent
production of fanzines. Additionally, framing fanzine making within the fandom
sphere where fan productivity is considered not just as labour but as play (as it was for
Jenkins’s Star Trek fans) demonstrates a clear sense of pleasure that comes with

involvement in these productions.

A great deal of earlier fandom research followed Jenkins’s de Certeau-influenced and
looked at specific texts and their audiences. Television programmes that attracted
fanatical fans became the research subjects, such as Doctor Who (Hills, 2002) and Star
Trek (Jenkins, 1992a; Jenkins, 1992b). Jenkins (1992b) himself noted that television
fans were just one type of fan to be considered, and that he was unsure whether all fans
groups should be treated in the same manner. A great deal of early fan studies, such as
works by Jenkins and Fiske, were written by fans themselves. This is a trend that has
continued with current fandom literature frequently written by authors with a vested
personal interest in the subject of their fandom. This places them as insiders in the
areas that they research and so brings up some concerns around their objectivity.
However, the fan scholar also has a potential advantage in that they are already part of
that fanhood hierarchy and thus, ethnographic participants are often more amenable to

working with them.

As fans themselves, scholars sought to address a discourse that had been developed in
the media and wider society about the nature of fandom. Prior to the 1990s, fans as a
particular part of the audience had not been considered in great detail; following a
Marxist perspective on popular culture, audiences were deemed to be deluded for their
attachment to personalities and commodities (see Marcuse, 1964). Of course, the fan
relationship is qualitatively different to general audiences. Fandom studies look at the
role that relationship plays in the fan’s own identity, offering a more post-modern
approach to consumption, as it eschews a focus on mass audience effects, focussing
instead upon the agency of the individual. Research has indicated that fans were often
a source of ridicule for their obsessive behaviour (Yano, 1997: 336), and for their
interests in popular cultural forms such as soap operas and pop music (Gray, 2003: 67),
which are generally low status cultural areas, especially since Adorno and Horkheimer
(1972) described them as mass produced commodities of the culture industries. Even

the etymology of ‘fan’ conjures up imagery of obsessive individuals and groups:
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Duffett charts the word back to the 17" century as a shortened version of ‘fanatic’ in
relation to religious zealots of the era (2013b: 5). This public consideration of the fan
was consolidated by how fans were patronised by the mass media for their practices,
and were regularly characterised as engaging in “excessive, bordering on deranged,
behavior” (Jensen, 1992: 9). Jensen describes the media articulation of the “frenzied or
hysterical member of a crowd” and the “obsessed loner type” (Jensen, 1992:11): for
the latter, she argues that over a decade after the assassination of John Lennon, news
media were still frequently referencing Mark David Chapman in stories about
“obsessive fans”. In the last two or three decades, fans have assumed a more active
role in media culture and industry; they are now a major consideration in how media
corporations plan how they produce and market content. Far from being derided, the
fan is now an integral part of the ‘culture industries’; yet the field has only been taken
seriously in academia since the early 1990s. The scope for interactivity afforded by
social media has clearly influenced this development, as has post-modern theorisation

regarding the agency of consumers.

Fans in DIY Scenes

Another concept that needs to be considered in this discussion is one that Jonathan
Gray (2003) proposes: anti-fandom. Early research that he undertook on the television
programme The Simpsons was often conducted with couples as opposed to individual
respondents; he found that in many cases on of the couple was not actually a fan of the
programme. While a non-fan of a text might be just indifferent to it, Gray found that
his anti-fans were significantly well versed in the plotlines and idiosyncrasies of the
show, and in many cases displayed as much knowledge as the ‘fan’ in the household.
This knowledge gave them the capacity to discuss the programme critically and with a

degree of (dis)pleasure.

Giuffre (2014: 53) is one of the few scholars to look at anti-fandom in popular music
studies, suggesting that anti-fandom “is a relatively normal process of engagement
with popular music...Fans and anti-fans have lots in common and are often fuelled by
the same sense of community”. Bonding can take place through mutual dislike of
certain types of music, particular artists, specific songs played live, or selections made
by a DJ in a club. This draws parallels again with the work of Bourdieu and his idea of

‘distinction’ and also how authenticity is construed within specific music communities
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(for instance, Fox’s (2004) country music fans who see themselves as anything but
urban): individuals and groups identifying with something can also mean that they are
identifying against something else. Duffett (2009) adjusts that viewpoint to show that
anti-fandom can exist within a DI'Y punk culture; in fact, by his proposition, it would
seem that punk music can be a major catalyst for anti-fandom. He argues that a
nihilistic first wave of do-it-yourself culture was in direct opposition to the idea of
stardom, and the boundaries that were removed between audience and music-makers
encouraged heckling and spitting at acts. While the DIY scenes that remain today are
perhaps tamer, there is a degree of truth in this anti-fandom sentiment. Irish audiences
of local bands do not want to appear to be a ‘fan-boy’ (or girl) so they almost suppress
their fandom as a result (for instance, turning up to an independent gig wearing the t-
shirt of the band playing may be deemed to be too fannish a behaviour). There is an
element of appearing to be “‘uncool’ by making this degree of fandom public

knowledge.

Lisa Lewis’s edited volume The Adoring Audience (1992) was one of the first major
contributions to the study of fans and their practices, and in her introduction, she
claimed that we are all fans, whether we realise it or not. Almost twenty years later,
Paul Booth made almost the same statement saying “everyone is a fan of something
[Booth’s emphasis]” (2010: 20). Both Lewis and Booth strongly indicate that it is
almost impossible to go through life without being a fan; however, it does need to be
taken into account that while many people are fans, there are many that are not
regularly active fans, hence demonstrating the broadness of the term. Some people
engage with cultural activities on a regular basis — for example, watching a particular
television programme every week — but they disengage with the activity outside of
allotted times. Where they might accumulate some merchandise related to the
programme, talk about it on online forums with other fans, or discuss it in great detail
with friends, family, or work colleagues, we observe a qualitatively different degree of
engagement. This more passive group of fans does not tend to feature in fandom
literature in the same way that active fans do. As Duffett asks: “what does it mean to
be a practicing fan? The term implies some kind of activity, rehearsal, art or craft,

competency—the fan as practitioner” (2015: 1).
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To return to one of my research work’s key themes, there are also questions around the
authenticity of their fandom when they are located within geographically and
stylistically small communities. O’Rourke (2010) argues that many Irish music
bloggers embark on a process of “cheerleading” as opposed to being music critics: i.e.
they pick certain bands (that they often may know personally) and then write about
them passionately. O’Rourke’s argument is too one-dimensional, and does not factor
in that while many “pro-am” (Hinton and Hjorth, 2013) writers are fans of the music
they write about, the music is not always written about in a positive manner. The
notion of “cheerleading” somewhat demeans them as producers of content. There is
enough content, especially in fanzine texts, to suggest that these are not uniformly
positive articulations of fandom; as such, anti-fandom can appear in online and
physical fan-generated media, when writers discuss artists and music that they
particularly dislike. | do feel that fan producers are vital components of a
“participatory culture” (Jenkins, 1992b); Jenkins feels that all members of the
community are encouraged to contribute, and that their participation should be valued
by the rest of the community (2009: 6). Perhaps this is a somewhat idealistic
hypothesis from Jenkins, as fan communities will inevitably encounter tensions, and as
Hills (2013) suggests (and as elaborated upon further in the next section), there needs

to be standards applied to fan labour.

A Shift in Popular Music Fandom

There have been many fine contributions to music fandom studies, including Daniel
Cavicchi’s in-depth ethnographic research on the fans of Bruce Springsteen (1998).
Nonetheless, the problem with pieces like Cavicchi’s is they are focussed on a group
of fans of one specific performer, and this has left us with a scenario where fandom
writing tends to primarily explore a particular performer who is relatively well known
(both inside and outside academic circles) and has a wide global reach. Therefore, we
get Smith and Inglis’s (2013) study of European fans (“Deadheads”) of the cult US
psychedelic band Grateful Dead, Vroomen’s focus on older female fans of the singer
Kate Bush (2004), or research on the fans of US pop star Lady Gaga (Click, Lee, &
Holladay, 2013; Bennett, 2014). This singular vision means that fans of obscure bands
or movements regularly tend to be ignored in research; as Duffett asserts “there may be
more to do in pursuing fan studies beyond the frame of stardom” (2013a: 302). Indeed,

there is also more work required in examining the relationship between local fans and
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‘scenes’. Martin Cloonan (2005) spoke of a turn in popular music studies towards local
practitioners with a focus on the “ordinary” music-maker (with reference to works like
Cohen, 1991; Finnegan, 1989). Now, it follows that there should be significant
research, not just on these local practitioners but also on their fans.

While the study of fandom in popular music is a growing area of interest, Duffett’s
(2014) recent edited collection of essays entitled Popular Music Fandom: ldentities,
Roles and Practices is one of the few dedicated volumes that exclusively focuses on
fandom in popular music. It features new perspectives for analysis of popular music
fandom; along with the previously discussed works of Giuffre (2014) and Peter (2014),
it offers new focuses for the study of music fandom, from production personnel (Hills,
2014) to place (Sandvoss on Ibiza, 2014). Aside from the Duffett volume, there have
been conferences and specific journal issues dedicated solely to the topic of popular
music fandom. These have displayed an encouraging, if subtle, shift away from the
celebrity performer. The first 2015 edition of the journal Popular Music and Society
devoted its contents to the study of fandom, and showed the wide range of current
studies that considered music fandom, varying from Brett’s (2015) work on the avant
garde electronic act Autechre to Colburn’s (2015) article on fans who film concerts

and upload them to YouTube in order to gain some element of cultural capital.

How fandom is manifested does change when fan practices move online, and we need
to consider previous staple fandom texts in a new light as a result. Matt Hills (2013)
dissects Fiske’s (1992) idea of how ‘textual productivity’ can be used to describe the
creativity of fan production. However, in the era of web 2.0, Hills contends that there
are some problems in applying this term across the board — if it is, everything from
Twitter ‘hashtags’ to Facebook ‘likes’ can all be deemed as ‘textual productivity’.
Hills also warns that there is an element of romanticism in Fiske’s work towards fan
productivity, similar to Jenkins’s assumption discussed earlier that all such textual
productivity should be welcomed and accepted within fan cultures. Hills rightly
suggests that there is danger in this viewpoint as the textual productivity of fans “may
well be adjudged incompetent, unconvincing and poorly executed within a fan culture,
even while other fan productivity may be evaluated as more impressive than ‘official’

texts” (2013: 39).
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As aforementioned, this research places fandom in a triangulated theoretical approach
to looking at the role of fanzines in alternative music cultures. It offers new
perspectives on fandom in popular music by looking at the practices of fans of local

musicians and local music communities.

2.7 Framing Group Formation & Bonding around Musical Practices

Thus far, this chapter has looked at gaps in literature around fanzines and popular
music studies, as well as collating literature on central aspects that frame this work.
Within each of these sections, different concepts have been used to describe the
various ways that people bond through musical practices. As this research looks at the
role of music and its media in defining a community, it is useful to consider the
different ways of describing enclaves of people communing through music and their
practices. In a range of literature encountered, there has been quite a deal of overlap in
discussion between what constitutes a community, a scene, or a network. As Sara
Cohen notes, ‘scene’ “has generally been used uncritically or interchangeably with

9999

terms like “subculture” or “community”” and can also be “used to refer to music
activity within specific geographical areas” (1999: 237). At various points in this
research, all of these different terms have some applicability. Here, 1 will investigate

them individually to determine what theoretical approaches best support each.

Community is one of the most complex terms in both sociology and popular music
studies. In the late nineteenth century, Ferdinand Tonnies (1964) differentiated
between two types of community to illustrate the rural-urban continuum and how
modernity altered or disintegrated the structures of community. Tonnies?* had two
central concepts in this argument: 1) Gemeinschaft, generally translated as
‘community’ were close-knit societies with a moral and familial solidity binding them
together, and were very much part of rural life; 2) Gesellschaft, loosely translated as
‘association’, portrayed a different type of community, one that was larger in scale and
influenced by the spread of industrialisation, and did not contain the customs or sense

of community as Gemeinschaft. This loosely links to the work of Durkheim (1984

2% Several texts also spell the surname as Toennies.
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[1893]) and his ideas regarding ‘organic solidarity’ in industrialised societies, whereby
‘community’ was not bound by shared values or beliefs (‘mechanical solidarity’ in
Durkheim’s words) but instead there were interdependencies between individuals
based on services they could offer. In practice, ‘organic solidarity’ could lead to
‘alienation’ amongst individuals who did not feel part of a ‘community’ or

Gemeinschaft, as per Tonnies’s description.

Tonnies’s articulation of a rural-urban divide may not necessarily provide a framework
for discussing community in respect of this project, as the majority of the research
focuses on activities that take place in urban centres®®. However, what it does bring to
this research is that ‘community’ needs to be used to indicate a sense of belonging, and
to show the different ways that communities identify themselves, function as a group,
and evolve. The term has been increasingly used to describe groups of individuals with
a shared identity and interest(s) that may or may not be geographically linked. As
Kibby summarises: “communities exist through dialogue; through an exchange of past

social history and current social interaction” (2000: 91).

Whereas a traditional discourse on community may be more specifically based on
those geographic boundaries, my work examines communities forged by ‘taste’ (see
Bourdieu, 1984) and also critiques Anderson’s celebrated notion of ‘imagined
communities’ (1991). Anderson argues that many of those who are part of these
communities may never communicate with each other, but merely share common
values and beliefs. However, in small music communities in Ireland, the majority of
participants do know each other, whether that is in person or through a virtual
community. Those that do not know each other, | will argue, often tend to have some
knowledge of the other members of the community through the fanzine texts that they
write and/or read. It is important for those participating within a community to have an
awareness of being a part of that community even if they rarely have face-to-face

contact with others. When dealing with small localised groups as this study does, the

% Nonetheless, the term Gemeinschaft still has currency in contemporary debates in sociology and
popular music for both researchers and research participants. In recent work on the Reykjavik music
scene by Prior, one of his interviewees articulated the close-knit scene where everybody knew each
other, and helped and/or collaborated with others, as a “creative gemeinschaft” (Prior, 2015: 91). The
musician that Prior interviewed transposed a concept more specific to rural life to describe the scale of
the city and the social reciprocity of its music community.

41



remit of ‘imagined communities’ perhaps stretches somewhat too far, as by
Anderson’s supposition, they deal with larger groupings (including nations). Another
crucial difference is that those participating within the communities | focus on want to
communicate with each other, which is not necessarily the case with Anderson’s
communities. Additionally, Hills (2002) takes some issue with applying the concept of
‘imagined communities’ to groups of fans, and instead proposes ‘communities of
imagination’. Hills suggests “the community of imagination constantly threatens to
fragment” (2002: 180) as opposed to the more stable ‘imagined community’, and

allows for more active engagement.

While DIY ethics very much focus on egalitarianism, there are still unofficial
hierarchies within music (see Thornton, 1995) and fan communities (MacDonald,
1998). Simon Frith (1981) offers up a different take on the discourse around
‘community’ in popular music; specifically rock music dating from the1960s. He
maintains that ‘community’ is derived from a “communal experience” but is
nevertheless led by individuals (for example, Bob Dylan), and structured by capitalist
enterprise. Frith sees a community such as this as more a “sensation” than a reality
(1981: 164), and believes that the idea of a “rock community” is a myth. There is a
great deal of currency in the argument; it is difficult to argue that a relationship formed
on illusions of authenticity where there is in reality a massive divide between
performer and audience actually constitutes a community. Nevertheless, Frith’s article
does not ponder the significance of ‘community’ to audiences or indeed fans (perhaps
as it was written at a time when little consideration was given in academic circles to
fan studies). Additionally, and of more pertinence to this research, ‘myth-making’ in
my view is not as applicable to formations of communities in alternative music
cultures. Differences of scale between the cultural level envisaged by popular music
theorists and that inhabited by the Irish DI'Y community require an alternative

approach.

The Move From Subcultures to Scenes

Since the 1970s, the usage of the term subcultures dominated the studies of popular
music practices amongst young people and is still regularly used in both academic and

everyday language. While academics at the Birmingham Centre for Contemporary
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Cultural Studies were not the first to use the term ‘subculture’, they are those most

closely associated with its promotion as a sociological concept, and explain it as such:

In modern societies, the most fundamental groups are the social classes, and the major
cultural configurations will be, in a fundamental though often mediated way, ‘class
cultures’. Relative to these cultural-class configurations, sub-cultures are sub-sets —
smaller, more localised and differentiated structures, within one or other of the larger
cultural networks (Clarke, Hall, et al, 1993: 13).

It is important to debate the merits of this term that is still used in the field, especially
when dealing with genres of music such as punk?. Subcultural theory was a feature of
sociology long before the advent of popular music studies or ethnomusicology, and for
the first half of the 20™ Century, it was very much grounded in debates around
deviance and youth cultures. The works of Marx (for example, Cohen, 1972) and
Italian Marxist Antonio Gramsci (1971) certainly had some influence on the
prevalence of the term from the 1970s onwards, particularly on the Birmingham
CCCS? (Hall, 1980). Gramsci utilised the concept of ‘hegemony’ to illustrate how the
‘power bloc’ of dominant forces within capitalist society maintains power through the
winning of concept rather than simply through coercion. In the CCCS applications of
Gramscian thinking the media are seen to be key vehicles in the achievement of
cultural hegemony, but they stress that this is historically contingent and is variously
negotiated through the cultural practices of everyday life. Gramsci argued that there
was potential for counter hegemonic activity, cultural resistance to the status quo. The
CCCS saw various youth subcultures as ways of resisting ideological hegemony, as
they were in opposition to the dominant power, and actively displayed a level of
subversiveness; this can be particularly seen in their 1976 text Resistance through
Rituals (Hall and Jefferson, 1976). To the CCCS, these various groups that they had
termed as subcultures, such as mods, rockers, punks, etc., were “treated at different

times as threats to public order and as harmless buffoons” (Hebdige, 1979: 2).

Through his book Subculture — The Meaning of Style Hebdige (1979) looked at how

different music forms had unique markings and style to form their identity, often

% For example at the Keep It Simple, Make It Fast! Underground music scenes and DIY cultures
inaugural conference in Porto, Portugal (2014), a number of papers still used the term ‘subculture’
either in their title, abstract, or discussion. Additionally, a network of scholars in the UK has recently
formed under the banner of The Subcultures Network.

%" The Birmingham CCCS was founded in 1964, and came to prominence for its work on youth
culture, race, and subcultures, particularly through the works of scholars such as Stuart Hall.
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through bricolage — a reassembly, frequently ironic or deviant, of prevailing styles - in
order to demonstrate this opposition to the dominant power. Given the time of his
writing, the punks in particular were of interest to Hebdige. As a result, perhaps part of
the problem with attaching the idea of subculture to discourses on popular music is the
narrow focus on punk communities by some scholars in the decades subsequent to
Hebdige’s text. Clark (2003: 223) terms punk as a “classical subculture” and “the last
subculture”, noting that the subculture died with an appropriation and commodification
of the genre by the mainstream capitalist society. However, Clark contends that punk
survived, but outside of the mainstream in a more disorganised manner, stripped from
the signifiers that deemed it to be a subculture in the first place. Thornton (1995) sees
the formulation of modern-day ‘subcultures’ almost in reverse to Clark; she argues that
media representation now plays a role in developing identity for a subculture; for
instance, a mixture of sensationalism in the tabloid press and hype in the music press

established the framework for the clubbing subculture that she investigated.

There are contentious issues around the usage of subculture in popular music studies
that have been flagged by other scholars. Middleton feels that there is a degree of
mythology around subcultures with “their ‘opposition’ to dominant culture
exaggerated” (1990: 161) by Birmingham scholars; as such, subcultural studies tended
to focus more on deviance, and as Hesmondhalgh argues ““subcultural analysis was in
fact never able to offer much insight into the music” (2005: 31). Furthermore, he states
that “there is no possibility of a return to the concept of subculture in any adequate
sociology of popular music” (Hesmondhalgh, 2005: 21). While I am not necessarily
conducting a project about the music itself — it is the fan practice that becomes a
conduit for information about the music that I am more concerned with — the
Birmingham approach places too much of an emphasis on sensational style, and does
not give enough credence to the role of taste in formulating social groups, or “field”
(Bourdieu, 1984). Also, by defining individuals and groups by what they are
expressing an opposition to, it neglects to focus on the pleasure that connects people to
music. While the texts may be oppositional, the pleasure for people in my study was
particularly manifested at the live gig; it was in being with like-minded people and

reading about them in the corresponding fanzines.
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Bennett finds that subculture has become “a convenient ‘catch-all’ term for any aspect
of life in which young people, style and music intersect” (1999: 599), and this can be
seen in how the usage of the term has varied drastically in different studies. For
instance, Kruse (1993) applies the term to identify members of college music scenes in
the US, moving the idea away from notions of working class identity; in her work, she
looks beyond subculture being locally formed, instead casting it as a trans-local
formation. Even the bands that ranged from polka-bands to Polish orchestras to fife
and drum corps that Slobin described as “affinity groups™ (1993: 98) - as opposed to
bands in the traditional or more professional sense - are deemed to be “subcultural
ensembles” with little regard for the youth and style dimensions that formed the
framework of Hebdige, Hall, and other Birmingham scholars’ version of subcultures.
Slobin’s only connection to the Birmingham approach was that minority ethnicity was

the common factor in the formation of these social groups.

Another potential problem with the subcultural approach for this particular project is
the emphasis on (in particular working) class in determining subcultures. It may not be
a stated agenda but there is a political legacy of classless communitarianism in DI'Y
music cultures; the people that | encountered did not describe themselves in class-
specific terms but many of those who make and buy fanzines are middle class.
Admittedly, on the rare occasions when class is discussed in fanzines, it is intertwined
with a strive for authenticity, with writers and musicians either associating themselves
with working class culture or distancing themselves from affluence. Groups have
employed the notions of class, in its oppositional sense, to distinguish themselves,
even if in practice, this was not true (for example, the Art-School (see Frith & Horne,
1987) punks at the centre of the punk movement in the mid-1970s). Clarke (1982) also
critiques Hebdige’s work by suggesting that punk was a movement that had as its
central figures individuals who had come from art schools as opposed to the working
class backgrounds that were perhaps romanticised by Hebdige et al. Other critics of the
term, such as Kahn-Harris (2006), prefer the usage of scene over subculture — in
looking at extreme metal, Kahn-Harris believes that the concept of subculture is too
tightly constituted, with a narrow focus on male-dominated and resistant activities,

thus alienating many practitioners within scenes.
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Gelder and Thornton (1997) see subcultures as groupings that are organised around
shared interests and practices, but this description could just as easily sit with many
studies in popular music that have employed the concept of scene since the early 1990s
(notably Cohen, 1991; Shank, 1994; Straw, 1991). Presented as a replacement for
subcultures, scene suffers similarly to subculture because of its varied usage in
academia, which resulted in Simon Frith referring to the concept as “a fruitfully
muddled one” (1995: iii). Nonetheless, Bennett and Peterson, in the introduction to
their edited volume on scenes, neatly sum up ‘scene’ as an outlet for academics “to
designate the contexts in which clusters of producers, musicians, and fans collectively
share their common musical tastes and collectively distinguish themselves from
others” (2004: 1), proposing that music scenes can be local, translocal, or virtual. The
concept of scenes suggests more fluid boundaries than community, connoting
something that is different to “uniformly populist practices” (Laughey, 2006: 191), and
bears similarities with both the ideas of ‘art worlds’ (Becker, 1982) and ‘field’
(Bourdieu, 1984).

Will Straw (2004) argues that members of a scene require social interaction with each
other. He also notes that scenes are distinguished by location or by the cultural form
that brings them together. The idea of interaction is a significant factor in
distinguishing scene from other concepts, and is the first way in which it is useful to
my study. This work does not position the fanzine as a constructor of a scene but as a
facilitator of information, occupying a key position in a limited cultural network. The
individuals that we meet in this study belong to either current or retrospective scenes
that are almost always localised; some by city (for example, the Cork scene) and others
by nuances within the genre or style of music primarily associated with the scene (for
instance, the Old Chinaman scene in Dublin — see Chapter Five). Cohen and Shank,
through their respective investigations of the music scenes of Liverpool and Austin,

Texas, focus on particular cities. Cohen’s examination of “indie rock”?® culture in
p

8 An abbreviation of independent rock music, to indicate that artists within the scene release music
themselves independently or through independent record labels. However, it can be also noted that the
term “indie” has been appropriated to describe particular styles and aesthetics related to music
performance and production, and that that type of music is not always released independently. See
Hesmondhalgh (1999) for further discussion. Kruse (2010) uses the term ‘independent music’ to look
at how a growing wave of bands in the United States in the 1980s started to recording their own
music, using primarily analogue 4-track and 8-track recording devices, as opposed to just playing it
live.
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Liverpool contends that “distinctions are made between being inside or outside the
scene” (1999: 240-41). Thus, there is a hierarchy within such localised scenes, and the
significance of social and cultural capital within these hierarchies cannot be estimated.
Shank sees these scenes as essential for “the production of exciting rock ‘n’ roll music
capable of moving past the mere expression of locally significant cultural values and
generic development™ (1994: 122); for the bands in Shank’s study, authenticity is a
central notion, and as such, scenes can be spaces within which individuals have licence
to be more proactive and expressive. Given the discourses of authenticity which take
place in music cultures (as discussed previously in this chapter), this provides further

justification for the usage of scene as an analytical tool.

It is important to note that the music in Irish alternative music cultures does not exhibit
any specific differences from what is heard in other locales; an effectively Anglo-
American sound is appropriated translocally and this ties in with the work of Straw
(1991). For Straw, what differentiated localised scenes was not the sound but just local
idiosyncrasies, indicating that local music communities within alternative rock culture
are essentially a localised version of a globalised culture. Shank similarly looks at how
punk performances from international bands (e.g. The Sex Pistols) helped inspire and
transform the Austin, Texas scene. This local manifestation of a global sound and style
can be seen in both the bands that feature in the local Irish fanzines, and the type of

production format adopted by the producers of fanzines.

A final reasoning for the usage of scene by many is that as a term used in everyday
language away from the academy and by individuals participating in musical
movements themselves, it has become a ubiquitous and accessible way of describing
how groups of people congregate around specific music activities. It thus affords the
researcher an element of insider knowledge. For O’Connor (2002: 226), its usage

within the scene is defined as such:

When punks use the term ‘scene’ they mean the active creation of infrastructure to
support punk bands and other forms of creative activity. This means finding places to
play, building a supportive audience, developing strategies for living cheaply, shared
punk houses, and such like.
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Yet, this usage of scene as a ‘sensitizing concept’ (Blumer, 1954) perhaps raises some
problematic issues with the term, and as Hesmondhalgh (2005) suggests, there is never
going to be a term or concept universally accepted for dealing with groups of
individuals participating in specific cultural activities together. Nonetheless, there have
been some valid alternatives proposed to the concept of scene that warrant some
unpacking. Andy Bennett, himself a proponent of the term scene (see Bennett and
Peterson, 2004; Driver and Bennett, 2015) suggests the usage of neo-tribes (1999),
based on the post-modern tribes (or tribus) argued by Michel Maffesoli (1996).
Maffesoli offers a more optimistic viewpoint on postmodernity arguing that
tribalisation provides for the flexibility of modern life, where individuals move
between communities and styles. Whereas a subculture can be considered as anti-
mainstream, the ‘neo-tribe’ depoliticises this relationship by being more like post-
modern tools for creating self-identity. A key ingredient of Maffesoli’s hypothesis is
that small groups of people are coming together voluntarily, but are not ‘bonding’
through more traditional structures such as family, class, or geography. The urban
dance music scene Bennett encounters (1999) illustrates that ‘tribes’ are less rigidly
structured with eclectic musical consumption taking place across the community,
along with more individualistic stylistic selections by ‘members’ of the tribe. Crucially

in Bennett’s approach, identity is self-made rather than determined by class.

In a 2005 article, David Hesmondhalgh was critical of concepts such as subcultures
(as already noted), scenes (which he deemed to be used in too many contrasting
ways) and of Bennett’s usage of tribes. Hesmondhalgh’s criticisms of Bennett’s
usage of the term ‘neo-tribe” were primarily situated around the positioning of
consumerism in Bennett’s arguments for these tribes; young people, according to
Bennett (1999), utilise commodities to articulate their cultural leanings and define
the lifestyle that they adhere to at any point. For Hesmondhalgh, Bennett is not
critical enough of consumer culture, but this is something that Bennett (2005)
rebutted in a responsive article to Hesmondhalgh. Bennett uses the example of hip-
hop which originated as a street style as its proponents did not have access to

mainstream consumer goods and practices to argue that Hesmondhalgh:

...grossly underestimates the agency of youth in creatively resisting the
circumstances of their everyday lives...youth consumption encompasses a broad
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range of activities that, in addition to buying things, also includes dancing, listening
to the radio, watching television, reading magazines, and so on - none of which
demand particularly high levels of disposable income (Bennett, 2005: 256).

Hesmondhalgh also suggests that Bennett demarcates others who are interested and
involved in popular music by placing an emphasis on youth participants and
audiences. However, as Bennett points out, there was never “any intention to suggest
that youth is the only, or the most important, audience for popular music” (2005:
257). Indeed, Bennett is one of the few popular music scholars to take an interest in
older fans of music, with his studies of punks (2006).

I feel that Bennett’s usage of Maffesoli’s concept helps to explain the somewhat
transient nature of music scenes, where individuals enter and exit as they please, and
offers a more coherent concept than the more rigid idea of subculture. Neo-tribes,
and indeed scenes, allow for individuals to have identities that are not bound by the
scene. Similarly, the concept of articulation can be applied, which is one of the
alternatives (coupled with genre) that Hesmondhalgh offers to the trio of scene,
subculture, and tribe, in understanding the relationship between music and social
process. Drawing on the work of Gramsci, the concept of articulation is used to
analyse how “musical forms and practices [are] appropriated for use by particular
classes” (Middleton, 1990: 8). Articulation is a way of understanding how social
formations are formed, and crucially, as Stuart Hall explains articulation is “a linkage
which is not necessary, determined, absolute and essential for all time” (1986: 53).
Born (2000) also posits that articulation can help demonstrate how individuals can

move between particular musical movements and scenes:

Because of the ubiquity of music in the mass-mediated world, and individuals’
subjectification and socialization by a number of different musics, each bearing
different dimensions of both their existing and desired potential identities, rather
than musical subjectivity being fixed and unitary, several musical “identities” may
inhabit the same individual (Born, 2000: 32-33)

In this sense, ‘articulation’ is a useful adjunct to the concept of ‘scene’ for my study. In
later chapters, | will meet with some participants in Irish music scenes who discuss
how they were able to move between scenes, with relative ease. The scenes were
sometimes loosely bounded by genre (or sub-genre), and Hesmondhalgh (2005)

proposes that genre and articulation be used together. Hesmondhalgh draws on the
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work of Stephen Neale (1980) on film genre. As Neale notes (1980: 5), the term
‘genre’ itself has been one maintained by the film industry for the promotion of
cinema; in a similar manner, the recording industry has used genre as a way of
packaging and marketing popular music. Hesmondhalgh praises Neale for looking at
genre more broadly as a catalyst for linking “text, industry and audience” (2005: 32).
Likewise, the work of Frith (1996b) can be drawn on — Frith sees genre not just as a
tool for the music industry, but also as a method of music-makers and audiences to
identify with specific types of music. Genre can be seen as the symbolic collective
nucleus that draws members of the community together. | would tend to agree with
Hesmondhalgh that genre alone is not substantive enough to adequately explain this
phenomenon. While many of those involved in DI'Y music cultures associate
themselves with punk music, they do not exclusively consume or perform punk music;
while the subcultural approach is more rigid in terms of style and performance, many
scene participants encountered in this study move between genres based on how
pleasure can be attained. Even within localised scenes, a multitude of genres can be
acceptable: for example, DIY non-profit collectives such as the now defunct Aspersion
Music Collective (AMC) in Limerick hosted gigs from punk, metal, and hardcore

bands, but also played host to alternative country, hip-hop, and electronica acts.

Taking into account the various perspectives outlined in this detailed section, the
concept of ‘scene’ provides the most solid (if not perfect) platform for describing
social groupings formed around shared musical interests and practices. It will be
utilised through this research, and will be loosely intertwined with two other concepts
— ‘neo-tribes’ and ‘articulation’ — which this research looks on favourably to explain

these fluid social formations.

New Media and Online Communities

‘Scenes’ can also be used to help articulate virtual communities (see Kibby, 2000; Lee
and Peterson, 2004). As the paradigm of production and consumption that runs
through this work shifts when technological factors change (Chapter Seven), it is
important to examine various theoretical perspectives on how new media and
technologies affect the concept of ‘community’. While for many, ‘new-media’ has
become a useful catch-all term to describe rapidly changing technological platforms in

this century, the term has been used in studies of mass communications dating back to
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the 1960s (Livingstone and Lievrouw, 2002; McQuail, 2005), which allows for some
difficulty in defining it. The primary features of ‘new media’, as per McQuail are:
“their interconnectedness; their accessibility to individual users as senders and/or
receivers; their interactivity; their multiplicity of use and open-ended character; and
the ubiquity and ‘delocatedness’” (2005:38). Utilising McQuail’s characteristics, the
most obvious facility for this kind of interactivity is the computer; Rice (1999) adds
that he sees new media as the combination of computer technology,

telecommunications and digital content.

Some media will always seem ‘new’ and the process of adoption and adaption is more
important than any particular technology. Baym proposes that “one of the most
exciting elements of new media is that they allow us to communicate personally within
what used to be prohibitively large groups” (2010: 4), and this work explores whether
that is the case for those actively participating in independent music scenes. Horst
(2012: 62) offers a warning that not all new technological advances should be
determined to be new media. What distinguishes them is “the concept of double
articulation; new media technologies are not only objects, but they also link the private
sphere with the public sphere, and in turn, facilitate the negotiation of meaning both
within and through their use”?, Chapter Seven focuses on ‘on demand’ media
accessible through online sources such as (but not confined to): email, social
networking, blogging, e-zines, bulletin boards, etc. Many of these — blogging, boards,
social networking sites — have Web 2.0 capabilities; i.e. the potential to go beyond just
passive consumption of content through commenting, general interactivity, and the

ability to create users and profiles.

Livingstone (2004) looks at how research on audiences has changed with the rise of
new media technologies. While her research is more specific to television studies, she
believes that new media is providing for more interactive and proactive audiences that

are “selective, self-directed, producers as well as receivers of text (2004:5). If one is to

% The computer, the phone, and other devices such as tablets, the smart phone, etc., have the
accessibility and interactivity that McQuail speaks of, allied with the ‘double articulation’ that Horst
proposes. They are technologies that allow for user-generated content to be shared in an almost “call
and response’ format: receivers can use comments, shares, text, visuals, etc., to respond to the user.
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take Livingstone’s rational suggestion as a starting point, it would seem that fandom

takes on a higher importance as audiences migrate online.

If fandom is becoming more of a phenomenon displayed online®, then the next step is
to determine how the online community is to be framed. An ‘online community’ has
potential to be an ‘imagined community’ to use Anderson’s phrase (1991) as it does
not rely on any face-to-face communications. However, Bury’s (2005: 14) concept of
‘interactive community’ is preferable, where interaction with other members of the
community is a prerequisite. Constant changing technologies have of course made the
study of online communities a difficult task for scholars, with some (e.g. Turkle) even
dramatically revising their views on virtual societies. The contrasting perspectives of
Turkle (1984; 1995; 2011), Calhoun (1998), Rheingold (1993; revised edition 2000),
and Castells (2001) have been key in discussions about the strengths of community

online.

Sherry Turkle’s earlier work in particular offered a rather romantic viewpoint on the
future of new technologies. In The Second Self (1984), she looked at the role that
computers could play in our lives with a sense of optimism. Over a decade later
(1995), the computer had changed from being a machine that was just for our personal
usage to a conduit that could help us communicate with others, even complete

strangers; Turkle proclaimed:

We have the opportunity to build new kinds of communities, virtual communities, in
which we participate with people from all over the world, people with whom we
converse daily, people with whom we may have fairly intimate relationships but
whom we may never physically meet (1995: 9-10).

However, while Turkle had some concerns about the future of ‘cyberspace’ and how it
builds identity, she also felt that there was a psychotherapeutic potential for
communities who hid behind anonymous or fictitious identities. The third part in this
trilogy Alone Together (2011), offers a bleaker prognosis on the role of virtual
communities: Turkle believes that the more we retreat to online communities, the less

we begin to experience life ‘in real life’ (IRL). Rainie and Willman (2012) have

% Works from Bury (2005), Scodari (2007), and Bennett (2009) look at how fan communities interact
online.
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criticised Turkle for this drastic theoretical shift, but I argue there is some relevance in
her revised hypothesis, specifically around the concept of how capital is accrued
online. This research considers the transition from fan cultures reliant on physical
artefacts like fanzines to one that is more grounded in digital media. While the digital
collector and/or curator may develop some sense of cultural and social capitals in the
virtual community, do they retain an emotional connection to the media artefact? This
is where Turkle’s most recent work still has some basis, in that she argues that our
emotional attachment to real life activities is lessened by our virtual activities. A well-
measured counter-argument is provided by Hornsby’s recent research, in which she
uses a Durkheimian framework (2013). In this she finds that electronic gatherings do
generate an emotional attachment in that they form themselves as “organic societies™
to use Durkheimian language. Hornsby makes an attempt to argue that the spread of
online technologies has neither signalled the end of traditional community nor marked

the beginning of an era of cyber dominance.

Howard Rheingold’s renowned text The Virtual Community (2000) is quite positive
about the endless opportunities that virtual communities can generate. First published
in 1993, it chronicled an era of net infancy. Like Turkle’s earlier research in particular,
his work was very much based on ethnographic activities written from an ‘insider’
perspective, as he excitedly described the happenings of the WELL (Whole Earth
‘Lectronic Link), an early network of online enthusiasts that Rheingold had been
connecting with daily since 1985 (Rheingold, 2000: xv). He found it an absorbing
environment for sharing dialogue and personal stories with people he had never met
before. While that is a part of everyday life for many adults in the Western world
today, who commend, support, criticise, or argue with individuals they have never met,
the WELL represented a tiny subset of global communication in this period of time.
Rheingold predicted that virtual communities would have an impact on how we
conducted ourselves ‘in real life’, but that he does see them as separate entities to the
communities that we interact in outside of cyberspace. However, Rheingold
contradicts this statement somewhat as he discusses in detail how his involvement with
the WELL led to the establishment of offline networks with other participants where

events such as parties, weddings, and funerals were attended by WELL members.
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Despite this, Rheingold takes a positive view of the net “as an alternative reality to
existing realities” (Delanty, 2010: 140) with virtual communities existing online and
not in everyday life. Castells (2001), on the other hand, believes that the virtual
experience becomes reality, with the internet having a positive impact on social
interaction, taking “the form of supplementing existing relationships” (Delanty, 2010:
143); for example, in supporting the development of family networks online. Calhoun
takes a different, and more reasonable viewpoint, that the internet exists as a
supplement to face-to-face activity rather than as a substitute, arguing that “the Internet
mainly makes it easier for us to do some things we were already doing and allows
those with the resources to do some things that they already wanted to do” (1998: 32).
This is supported by Parks’s (2011) research on online or ‘virtual” communities, which
indicates that many of these communities are “often simply the online extension of
geographically situated offline communities” (2011: 120). As such, the approach of
both Parks and Calhoun that positions virtual communities as extensions of offline
communities is the most relevant to the research that | am carrying out. However, there
are benefits to considering other theoretical viewpoints on online communities.
Cavanagh (2007) does not take the ethnographic approaches that both Turkle and
Rheingold did. She touches on the idea of the fear that the Internet will “lead to the
collapse of traditional community” (2007: 7) but says that this is “counterbalanced by
the hope that e-communities may provide for civic renewal...” (107). Cavanagh refers

to the “voluntary linkages” (119) that help to form Internet communities.

This idea is something that can be adapted to the contemporary prevalence of Social
Network Sites (SNS), (something that has become more commonplace since
Cavanagh’s original text) to determine whether community can be found in these types
of websites. This aspect of my research will draw on Miller’s study of Facebook users
(2011) as well as danah boyd’s work which, utilising Anderson-esque language, sees
SNS as ‘networked publics’; that is “the imagined collective that emerges as a result of
the intersection of people, technology, and practice” (2011: 39). These ‘networked
publics’ mark perhaps the biggest change in the relationship between fan and music-
maker, and this research will question whether that relationship offers a higher level of
agency on behalf of the audience, who can now in theory interact with bands with a
greater deal of ease and with a lack of the social ‘awkwardness’ of face-to-face

fandom. It brings up the question as to whether community participation needs to be
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measured in solely positive terms in an era of increasingly online communication, and
to refer back to Tonnies, does a virtual community represent more of a Gesellschaft
than a traditional community, and with that, does it mark a loss of the sense of
belonging that comes with a more orthodox community? While I previously noted that
Tonnies’s conceptual distinction between Gemeinschaft and Gesellschaft places too
much emphasis on the damage caused to ‘community’ by the spread of
industrialisation, Gesellschaft can be considered to determine whether ‘networked

publics’ are a diminished form of an imagined community.

Another way of looking at networks is by applying Actor Network Theory (ANT),
which has returned to prominence in recent years in cultural studies, and needs to be
analysed to see if it has any relevance to this body of work. Actor Network Theory, in
particular the works of Law and Latour, is a theory used to look at the nature of social
relationships, and is, as Law proposes “a semiotics of materiality [writer’s emphasis]”
(Law, 1999: 4); it does not just concern itself with people and emotions involved in
networks but also with the objects that are part of the process. In ANT, there is equal
role given in the social experience to human and non-human actors. | will examine the

extent of ‘agency’ of each medium in order to explore its role in community cohesion.

In an essay on DJ culture in Melbourne, Jonathan Yu (2013: 166) looks at how the
technology used — turntables, mixers, headphones, etc. — by the DJs plays as
significant a role in the clubbing experience as the DJ itself or the clubbers. Yu’s work
has similarities to mine in that ‘authenticity’ is a central feature; different usages of
technology are deemed to be more legitimate than others by DJs in the local dance
scene — however, Yu argues “that DJ/producers are constantly redefining electronic
dance musicianship through their practices and authenticating discourses; hence, there
are no ‘natural’ practices that are intrinsically more legitimate that others” (165). This
can be applied to look at the suspicions that participants in this study often took to
newer technologies and platforms, such as SNS and, in particular, blogging and the
devices (tablets, smartphones, laptop computers) used to deliver these platforms.
However, and especially when looking at Chapter Seven of this research, ANT is
applicable when we look at the increased agency that comes with non-human actors in
music dissemination. Music streaming sites (non-human actors) such as Spotify play a

role in developing taste communities; the music fan does not need to read in a fanzine
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or a blog or a magazine about a particular band, they can just listen to it instantly
online. However, there is an irony here. While the listener believes that they are
displaying more agency by selecting the music they feel they want to listen to, an
algorithmic formation makes it a tailored service that makes it feel like it is a
personalised service to each individual user, and their ‘contacts’, thus automatically
encouraging a community of taste. The service offers ‘suggestions’ as to what the
listener may want to listen to, thus subsuming the role of a taste gatekeeper. While
ANT will not be applied throughout this research, it will have some weight when
discussing online technologies. Of course, as this research will show, some individuals
have displayed their own agency in eschewing online publishing or reducing their own
online time, almost in a display of anti-internet sentiment; however, even when young
music fans revert back to the fanzine format to demonstrate their fandom, there still is
a paradigmatic shift that needs to be examined as the fanzine is now being used in a

different context.

2.8 A Gendered Community?

As will be presented in later chapters (specifically in 5.3), music fanzine making and
collecting in Ireland has traditionally been a male pursuit, although this was not an
issue that was readily discussed by my research participants. Generally the lack of
female involvement within fanzine cultures and DI'Y music scenes was brushed off as
something that simply existed. While gender is not a central theme that emerges from
the evidence collected in this project, there needs to be some consideration given to
literature on this theme. In this section, | will briefly examine popular music studies
literature that discusses the lack of female participation in music communities, before

turning my attention to debates around contemporary masculinity.

Writing in the late 1970s, Frith and McRobbie noted that the music industry was very
much a male-run business, with limited creative roles for women (1978). Bayton’s
(1997) sociological research examines gender divisions in musical practices, by
examining why there are so few female guitarists. She looks at trade magazines, guitar
shops, techno-phobia and “the entrenched sexism of the rock world” (1997: 46).

Bayton points to these barriers, along with the demands of family life, as obstacles to
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women getting more involved in music; Bayton’s research is quite entrenched in
successful or mainstream, rock music as opposed to the often non-professional music
making and auxiliary practices (i.e. fandom, fanzine making and collecting) that are
encountered in my work. Sara Cohen’s (1997) study of the male-dominated Liverpool
indie rock scene centred on bands like Cast, Space and The Lightning Seeds, and
their involvement in locations like the Liverpool Music House. Cohen argues that
common gender discourses associate women with mass-produced and commercialised
pop, whereas men tended to be more associated “with the alternative and authentic”
(1997: 30). She felt that this discourse excluded women from scenes like the Liverpool
one, where her field research discovered that those involved in the music industry were
almost exclusively male. Interestingly, the only place where there was any sense of
female involvement was in music journalism (50% of females actively involved in the
Liverpool scene were as journalists), an activity on the periphery of the actual industry.
Again, the problem of applying Cohen’s work to my own particular research is
determining whether there are differences in professional communities and pro-am
environments. As later detailed in my findings, female involvement in the production
of fanzine texts was quite low in Ireland, which in itself is something of an interesting
finding given the supposed egalitarian ethos of DIY cultures. There is little literature to
suggest that women were active participants in music fanzine production outside
Ireland, with the exception of the explicitly gender-conscious Riot GrrrI** movement.
Reynolds and Press (1996), Schilt (2004) and Leonard (1997) all acknowledge that the
printed fanzine was an integral part of Riot Grrrl, and was a response to male-
dominated zine publishing and scenes. Furthermore, Duncombe (2008) suggests that
Riot Grrrl helped to diffuse an overwhelming sense of machismo that started to
dominate American hardcore music in the 1980s. Outside of Riot Grrrl, there is no
significant literature about women’s involvement in alternative music print media.
Perhaps one of the pitfalls surrounding academic debate around the issue of gender is
that it becomes a discourse centred on the involvement, or lack of, of women in certain
activities. For instance, in the edited volume The Popular Music Studies Reader
(Bennett, Shank and Toynbee, 2006), all five chapters that are concerned with gender

focus on the process of music-making and participation of women.

%! Riot Grrrl is a feminist indie music scene that emerged in the early 1990s in the United States
initially.
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As a result, sometimes we neglect to examine the complex formation of male
identity®?. Jefferson notes that there is still a narrow focus in how masculinity is used
in discourses “as if it referred simply to a list of ‘manly’ attributes — competitive,
aggressive, risk-taker, strong, independent, unemotional, and so on” (Jefferson, 2002:
70). Adopting Connell’s theory on ‘gender hierarchy’ as a way of looking at the
dynamics of gender (1987: 183) gives a more nuanced discussion of masculinity.
Connell lists various types of masculinity®*, such as ‘hegemonic masculinity’, which is
the most dominant form of masculinity, akin to the popular concept the ‘alpha male’,
but which is only bestowed upon a minority of ‘powerful’ males in society. Below this
is the form of ‘complicit masculinity’ - those that benefit from hegemonic masculinity,
yet do not have the authority or power to register that level; and ‘subordinated
masculinities’, which exist in a subordinated relationship to hegemonic masculinity,
and include ‘homosexual masculinity’ (Giddens, 2009: 611). It is difficult to fully
adopt an approach such as Connell’s to help identify why the production of music
fanzines is such a masculine pursuit. For instance, it would be difficult to suggest that
individual males who demonstrate counter-hegemonic values through their textual
productivity could be at the top of such a gender hierarchy, displaying ‘hegemonic
masculinity’. Likewise, it is difficult to see them positioned at the bottom displaying
‘subordinated masculinity’. Almost by default, they are stuck in the middle, and while
the idea of ‘complicit masculinity” may not provide a wholly satisfactory theoretical
basis for discussing the male dominance of particular scenes, there is some scope in

utilising it because as Connell expands:

The number of men rigorously practising the hegemonic pattern in its entirety might
be quite small. Yet the majority of men gain from its hegemony, since they benefit
from the patriarchal dividend, the advantage men in general gain from the overall
subordination of women (Connell, 2005: 79).

Thus we are presented with studies such as Haenfler’s (2004a) exploration of the
straight edge (sXe) scene in an American town, where he applied Kimmel’s (1996)
three primary ways in which men “have responded to the crisis of masculinity and the

growth of women’s movements: self-control, exclusion, and escape” (Haenfler, 2004a:

%2 1t should be noted that there are texts that are an exception to this such as Walser’s (1993) research
on gender in heavy metal.

% Connell also lists various forms of feminine hierarchy, such as emphasised femininity (compliance
and empathy with the dominant male) and resistant femininities (e.g. feminists) which more
accurately describes females active in DI'Y music scenes.
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87). The ‘exclusion’ category is of particular relevance to my study as it can help to
explain how women play(ed) just a peripheral role in alternative music cultures. There
is a rhetoric of equality and empowering women within straight edge scenes, but in
practice, Haenfler found it was somewhat different: men in the straight edge scene
“may not have intentionally excluded women, but they did not intentionally include
them” (2004a: 89). As such, women whose association with the scene was as
girlfriends of band members were treated with suspicion while women who were
deemed to be too fashion-conscious were venerated. Most interestingly, in the
corporeal rituals of the dancefloor, the limited female audience was frequently
excluded due to the aggressive nature of moshing and ‘slam dancing’**. Haenfler does
not explicitly draw the connection with Connell’s complicity masculinity, but this
exclusion demonstrates a subordination of women in the community. What Haenfler
does expand on is the contradictions that exist within the scene; while the majority of
male participants were deemed to be progressive in their masculinity, by treating
women fairly, abstaining from casual sex and not objectifying women, there was still a
strand of the scene which had leanings towards hegemonic masculinity. So while the
lyrics of songs may have guestioned manhood, the heaviness of the music itself

“attracted the most hypermasculine men” (2004a: 82).

As Haenfler attests to, the masculinity that exists within DIY cultures is complex and
contradictory. Fanzines, which often espouse egalitarian beliefs, play a role in
constructing a strange hybrid of masculinity that mixes Connell’s complicity
masculinity, escapism (from external factors, and feminism perhaps) and an almost
idealised adolescence. Thus, we are presented with a juvenile quality to fanzine covers,
particularly in the illustrations and form of humour that is presented. Cross (2008) puts
forward the notion of the “boy-man” to explain how men in their twenties and thirties
(and beyond) still immerse themselves in popular culture to help extend their
adolescence — this accounts for the popularity of particular television shows, “men’s
magazines”, gaming, toys, and sports cars, according to Cross. Choosing to “settle

down” and marry later in life, these men are “frustrated and confused about what

% Slam dancing and moshing are characteristics of hardcore and straight-edge performances. As Tsitsos
notes: “although people occasionally slamdance and mosh to recorded music, it is far more common for
it to be done at live music shows. Both are aggressive dances that are performed mostly by males in a
roughly circular area called the ‘pit”” (2006: 122)
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maturity is and whether they can or want to achieve it” (2008: 1). While I am not
suggesting that the male Irish DIY fanzine producer is necessarily a “boy-man”
(almost all encountered directly in this research are quite progressive, in fact), there is
an element that their involvement in the fanzine ensures that they do not become

marginalised in the community.

Cross also argues that nostalgia can be gendered too, with men primarily those who
collect and have an emotional attachment to old vinyl records. Richard Haynes’s study
of British football fanzines (1995: 113) contains the following passage from Nick
Hornby’s Fever Pitch (1992):

I have not yet met one [woman] who would make that Wednesday night trip to
Plymouth [for a football match]...I have never met a women with a huge and ever-
expanding and neurotically alphabetised record collection...I am not saying that the
anally retentive woman does not exist, but she is vastly outnumbered by her masculine
equivalent” (Hornby, 1992: 103).

Hornby (and Haynes by using the quotation), is demonstrating two things here: firstly,
there may be differing levels of fandom for sporting and musical practices that are
gendered™; secondly, the male football fan and the music fan (often the same person)
utilises their cultural activities as a form of ‘escape’ from the rigours of everyday life
and from the rise of feminism (Kimmel, 1996). Similarly to how the ‘shedism’
movement has grown (see Thorburn, 2002), there is language, humour and content
within fanzines that appeals solely to men and helps develop almost exclusive hubs for
male interaction. This can also be seen in some sports. Whereas in the United States,
there is a more evident divide between a culture such as straight edge and sports
enthusiasts (‘jocks’), there has actually been quite a degree of crossover between
football and music fanzines in the UK, according to Haynes, and my research
determines a similar shared sensibility in Ireland. The punk-style had an influence on
the football fanzine, and in the 1980s when football fanzine culture peaked in the UK,
fans were viewed as hooligans and troublemakers. Football fans, quite differently to
how they are perceived now (more as consumers), were often portrayed as outsiders
just as those in marginal cultural scenes were/are. Band-members in the UK worked on

football fanzines (Haynes, 1995), and the same applied in Ireland as my research will

% See also Belk and Wallendorf (1994).
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show. Football, with its connotations of working-class culture and an outsider aesthetic
made a suitable bedfellow with alternative music: for instance, Haynes points to
numerous examples such as The Fall’s football song ‘Kicker Conspiracy’ (1983), and
later the indie-pop band The Wedding Present releasing the aloum George Best
(1987). Football also helps make those involved in DIY scenes appear more ‘manly’

due to their associations with sport.

To conclude this section, the most interesting aspect of the gender divide in music
fanzine participation is how a multifaceted form of masculinity is constructed, which

juxtaposes progressive beliefs with relatively juvenile behaviour.

2.9 Conclusion

This chapter has provided for a multi-faceted approach to analysing the significance of
fanzines in alternative music cultures. I have shown how some literature has failed to
adequately present the complex formation of fandom within alternative music cultures.
In an Irish context, this work (in particular chapter five) will examine the make-up of
DIY music scenes and the position of fan media within it. In a wider context, this study
signals that a different approach needs to be taken to looking at the fanzine; it is not
simply a medium of opposition, but is a fan practice and needs to be considered as

such.

Through the course of interpreting the research, | reached a set of key propositions that
will be developed in forthcoming chapters, and have articulated these as three central
conceptual spheres (a triangulation of theory, if you will) that help frame this thesis
throughout. Firstly, the importance of the ‘dominant representational paradigm’,
adapted from Hamilton (1997), will become particularly clear in subsequent chapters
(Four, Five, and Seven) as the thesis will explore the defining characteristics of fanzine
production and consumption in Ireland. The aesthetic choices that are linked to this
paradigm link in with the idea of authenticity, which | will demonstrate is a significant
concept within the fan and music communities themselves. Secondly, social and
cultural capital is accrued by fanzine writers (chapter five), musicians (chapter six),

fans (chapter six) and proponents of new and online media (chapter seven). | have
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clearly illustrated in this chapter why this research prefers a mixture of these two forms
of capital. Finally, popular music studies (and to a lesser extent, media studies) has
frequently ignored fan studies in its investigation of media practices and audiences —
this work places fandom firmly at the centre of local DIY activities, but also signals a
lack of analysis from fandom scholars of the complex nature of local music
collectivities and practices. This project moves away from a stardom-dominated
conceptualisation of fandom to offer a new perspective.

The literature discussed in this chapter will be used to accompany primary research

conducted. Before detailing those findings (Chapters 4-7), the next chapter outlines the
different methods that were utilised to support this theoretical framework.
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Chapter Three: Research Methodology

3.1 Introduction

In this chapter, I will describe the methods that were used to design and conduct the
research, and to interpret the findings in light of the theoretical approach outlined in
Chapters One and Two. For a multi-disciplinary research project, no singular approach
can address all of the questions raised by this phenomenon. As such, there is an
element of methodological triangulation at work here; multiple methods encompassing
quantitative and qualitative techniques are utilised to help analyse the central research

questions that were outlined in Chapter One.

As will become evident as this chapter progresses, there is more of a leaning towards
ethnographic methods in this research. When exploring the relationships within, and
the practices of musical collectivities, ethnographic research can — as Sara Cohen
argues - “bring the researcher in ‘the field” into contact with social reality in a way that
no reading of secondary sources or ‘armchair theorising’ could ever accomplish”
(Cohen, 1993: 132). A key criticism of the Birmingham approach to subcultural
studies was that — with the notable exception of Willis (1978) — there was not
sufficient focus on the social actors in their studies. Crucially, for Willis, a qualitative
approach “is the only possible source for the ‘authenticity’, the ‘qualitative feel’,
which is one of the method’s major justifications” (1976: 91). An ethnographic
approach brings the focus onto audiences and their consumption, which ties in with

some of the core theoretical elements (such as ‘fandom’ and capital) of this study.

My work in ‘the field’, with its combination of interviews and observation is not as
extensive as ethnomusicological studies or more traditional social anthropology, as it
did not require “extensive and intimate involvement in the community studies”
(Shuker, 2012: 118). However it was very valuable, especially when used in
conjunction with the analysis of archival material. Nonetheless, as Cohen expands,
“ethnography is meaningless in the absence of theory” (1993: 132). Thus, the methods
described in this chapter are used to complement the theoretical approaches that were

outlined in the previous chapter. Before I discuss these methodological trajectories,
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however, | feel it necessary to clarify my own relationship with the field of research, as

both participant in the scene and academic observer.

3.2 Research Position

Prior work carried out on fanzines (e.g. Duncombe, 2008) has clearly been influenced
by the rather subjective viewpoints of those immersed in fanzine culture. As | was
never a regular fanzine consumer or collector, this removed me somewhat from being
a fan of the texts and/or their subjects. Since the emergence of ‘fandom’ as a field of
research, there has been a trend of fans studying fellow fans and this perhaps can lead
to a romanticisation of the subject matter. However, researchers such as Song and
Parker (1995) have recognised difficulties they found in determining themselves to be
‘insiders’ or ‘outsiders’ where issues of identity were concerned®®. As | am an operator
of an independent record label, most of the individuals | encountered during this
research were people | was already aware of. They belong to communities where
‘insider’ status is valued. As someone with connections, but without being recognised
as an insider | had enough credibility to be granted access to materials and individuals.
As such, I was able demonstrate both “critical distance” from and “mutual knowledge”
with my respondents (Giddens, 1984: 4). Despite any objectivity | brought to the
study, I was probably closer to the role of ‘participant observer’ than actual ‘outsider’;
this is considered the ideal research position according to anthropologists (see Barz
and Cooley, 1997). As Grazian (2004) suggests, ethnography has moved from the
researcher who “gathers data by participating in the daily life of the group or
organization he studies (Becker, 1958: 652, cited in Grazian, 2004:197) to a broader

usage of qualitative methods.

Participant observation has been in usage since the early twentieth century, with the
anthropologist Bronislaw Malinowski (1922) one of the first to use the term. Chicago
School scholars quickly adopted it, with Nels Anderson’s key study The Hobo (1923)

shaped by his own experiences:

% In their research on young Chinese people in Britain, Song and Parker (1995) wrestled with the
insider/outsider dynamic due to their own dual heritage (Korean-American and Chinese-British
respectively).
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Having experienced hobo life himself, Anderson moved fairly easily amongst the
many homeless men coming into Chicago — collecting many real-life stories along
the way...one is observing one’s own social group, even if one may no longer be a
part of it (Gelder, 2007: 33)

In terms of the participants in my study, there was a loose connection to a social
group that | had some kinship with. Nonetheless, one does not need to have had some
level of insidership to conduct participant observation. Willis (1978) outlines how he
organically became au fait with the biker boys by drifting around their club and
gaining trust. Shared musical taste and the availability of his car helped him develop
relationships with individual members of the hippy community. He admits that after
spending the day with hippies, playing records and smoking cannabis with them, he
would often produce the tape recorder and start recording; he suggests that the
advantage of this method “is that the research is done in the natural situation of the
actors” (Willis, [1978] 2014: 254). My approach was quite different in that I did not
take the time to embed myself into the community. This study did not necessarily
require me to spend a great deal of time with participants building up relationships
and gaining unique access to their lives. Additionally, as someone with an
involvement in DI'Y music cultures, | had already immersed myself in this scene for
over a decade by being an active audience member and organiser of live gigs in
various cities around Ireland. This lived experience of the Irish context helped direct
the past four year of research, where | was able to focus more specifically on certain
aspects of DIY scenes. It also meant that | was quickly able to establish the members

of this community that needed to partake in this study.

Generally, the social groups | was dealing with were aware of my presence and
research purpose. However, there were occasions when | was embedded in events
and situations without people having much realisation of my research work.
Nonetheless, a great deal of my interaction was with people on a one-to-one basis, as
outlined in section 3.3. Also, and as | will detail later, there are difficulties in dealing
with communities that are either retrospective or in flux; some of the sites and
locales no longer exist so it is not possible to analyse them. With retrospective
observations, they can provide a more selective than systematic account of what

actually happened.
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Patton notes that “the extent of participation can change over time...the researcher
may begin the study as an onlooker and gradually become a participant as field-work
progresses” (2002: 265). As outlined in Chapter Seven, I led the production of a
‘zine”*” in 2013 for my record label. Without being so engrossed in this present
research, I probably would not have considered using the ‘zine’ as a medium for this
event. It was important that this marked change would not be reflected in the
development of any bias, because as Robson contends, “every effort made to counter

them [biases]” (2002: 98) in the research process.

Bennett (2002) looks at how many significant ethnographic accounts in popular music
and youth studies have not necessarily come from a completely detached position: he
pinpoints the ground-breaking work of Ruth Finnegan on music networks in Milton
Keynes (1989), where she had a strong familiarity with the city prior to her
involvement in the project. Furthermore, Hodkinson (2005) argues that this is not
necessarily a new phenomenon, pinpointing Anderson’s work (1923). Hodkinson
himself utilises his own status as a Goth* aficionado for his various studies (2002;
2004) of the Goth scene. ‘Insider’ knowledge can also give researchers an advantage in
locating willing participants in studies, and certainly there is some need for “gaining
trust” (Fontana & Frey, 2000: 655) with the interviewee, but there is a thin line
between fan and ethnographer in certain studies that needs to be clearly distinguished
to participants in the study, and to also avoid “insider complacency” (Hodkinson,
2005: 139). As such, I never presented myself as a collector or expert on fanzines or

independent music scenes to those who took part in this body of work.

It also should be considered that as consumers and fans of popular culture, most
academics are likely to be emotionally attached to the cultural form they are writing
about, particularly popular music. It is “value judgements”, as Frith describes them
(1996b), which separate the scholar from the fan. In order to deal with my key research

questions in an objective manner, the research methods | adopted are framed in a

%" In this case I have removed the prefix ‘fan’ as that would have suggested that I was a fan of my own
creative enterprise. However, it was still promoted as a ‘fanzine’, with those who considered
themselves fans of the label taking part in the publication.

%Goth - or gothic rock — is a musical genre and style that emanated from the late 1970s (See
Reynolds, 2005: 420-438). Bands such as Siouxsie and the Banshees and Bauhaus were amongst
those who adopted a ‘goth’ identity; black clothing, black hair, make up, etc. Goth scenes still exist
today, and style is very much a signifier of that identity for its participants.
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manner that distances me from my own fan behaviours. While | may speak the
language of the research participants, | have structured the dialogue in an objective
way through the agenda and questions set for both focus groups and semi-structured

interviews.

3.3 Research Methods

This research encompasses a number of different approaches (primarily qualitative)
that were utilised to collect and analyse data for this research. While cultural studies
tend to favour qualitative research, this work tends to intersperse small elements of
quantitative research in order to balance my subjectivity within the scene with an
element of positivism and test the value of early hypotheses. As Ruddock argues,
“scholarship matures in part through a willingness to transgress disciplinary

orthodoxies” (2001:15).

Some of the different methods that were used in this research, which I will discuss,
include:

e Surveying

e Textual analysis of fanzines.

e Semi-structured interviews and focus groups.

e Observational field notes.

Surveying/ Sampling
Jankowski and Wester (1991: 49-51) point out that since World War 11, the social

sciences started to focus more upon quantitative methodologies, leading to research

becoming almost too scientific. By the late 1970s, research methods such as the
production of surveys began to be criticised by theorists, and there was a move
towards more “interpretive social inquiry”. Quantitative research does have a role to
play in sociological studies, as Ruddock posited, but largely in tandem with qualitative
research. Surveys are useful for gathering statistical information, but it is when that

data is used subsequently to inform qualitative research that it is most beneficial.
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One of the first pieces of research that was carried out for this study was what | viewed
as a preliminary survey, conducted in late 2011. | designed a basic questionnaire
(Appendix 1) which was simply to analyse how music fans found out about new music
through the media, and what devices and platforms they utilised to subsequently
consume that music. The research participants were all Irish attendees at the All
Tomorrow’s Parties (ATP) Festival®®. Participation was not exactly through a ‘self-
selection’ method: I was travelling to the festival myself, and reasoned that others
travelling would be interested in ‘alternative’ music. This placed me as an ‘insider
researcher’ for this aspect of the research; a bus from Bristol airport had been
organised by Irish gig-goers and | was invited to travel with this group. | knew
approximately twelve of the travellers prior to the trip, and emailed them an online link
to the survey, should they wish to complete it in advance, with 42 replies in total
(eleven online, 31 en-route from Bristol). My own level of cultural capital — I was ‘on
the bus’ after all — ensured that respondents were willing to complete the survey. In
terms of framing this group of fans, they were too disparate to be considered a
community as such, but were loosely bonded through their connections to alternative

music scenes.

Fanzines were a minor aspect of the original questionnaire, featuring in just one
question: “Which Publications Do You Read Regularly?” Under this question, a range
of options was given, including music magazines from Ireland and internationally,
music supplements in newspapers, and fanzines. Just one respondent ticked the box
marked “fanzines”, and in the “Other” section listed the American fanzine
Maximumrocknroll. Nonetheless, this did not prevent me from determining that
fanzines did have relevance to DIY scenes; it highlighted three issues with the survey |
had designed:

1. The word ‘regularly’ at the end of the question is problematic, as there is no

clear definition in the survey guidelines as to what ‘regularly’ constitutes — is it

weekly, monthly, bi-monthly, etc.? Additionally, fanzines by their very nature

% ATP Festivals have taken part in the UK, US, Australia, and Iceland since 1999. The research for
this project was conducted with attendees at an ATP festival in Minehead, England. Each festival
would feature a line-up curated by an individual act(s) and would cater for a far smaller audience than
larger festivals such as Glastonbury. http://www.atpfestival.com/content/whatisatp [Retrieved 10
February 2015.]
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are irregular productions that do not follow the scheduling patterns of
mainstream media.

2. The timing of the survey — fanzine production (Chapter Seven) had tapered off
in Ireland by 2011 (with a micro-resurgence taking part in the years following
it).

3. The sample group — retrospectively, | realised that many of those attending,
particularly the younger members of the cohort (45% of respondents were
under the age of thirty), would never have been active fanzine collectors
because the type of music they listened to was not always covered in fanzines
that typically covered punk or hardcore. While many respondents listened to
those genres of music, both at live shows and on recordings, not many would

actively identify themselves as punks.

It is important to note that at the time this survey was carried out (December 2011)
neither the current nor retrospective role that fanzines played in Irish music
communities was a primary concern for my own research. Thus, half of the questions
on the survey were related to the consumption of music, and would go on to have little
relevance as this project evolved and took on a different shape. Nevertheless, there
were benefits in terms of the results of the other half of the survey to this project’s
research questions. For example, the analysis showed that there was a clear shift
towards the usage of digital media; | found that 81% of the respondents accessed
music websites and blogs at least once a week, while 71% regularly visited the
American music website Pitchfork. This will be significant in helping to articulate the
role of technology when exploring the paradigmatic shift in Chapter Seven. Even more
specific to this research, two Irish blogs had a high rate of regular readers: Nialler9
with 52% and Harmless Noise with 48%. This data identified who the main online
cultural gatekeepers were in an Irish context, and would inform subsequent face-to-
face interviews with the writers of both of those blogs. It would also ensure that the
position of blogging in local scenes would be a topic discussed, not just with the
bloggers themselves, but also with fanzine writers, musicians, and fans. Additionally
the analysis of the data showed that there was some opposition to the mainstream
music press; just 12% of the cohort regularly read Hot Press, Ireland’s longest running
music magazine. This piece of data compliments interview material and the analysis of

fanzines where fanzine and music makers in DIY cultures feel marginalised by
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established publications such as Hot Press (see Chapter Six). However, while there
were some benefits in terms of analysing trends from this survey, | felt that the
information itself was not telling enough. It also demonstrated that the making and
consuming of fanzines was a more minority practice than | had initially anticipated,

particularly in an era of increasing reliance on online platforms for music news.

While the ATP research was quite directed, | felt an element of random sampling was
required also. Of course, as Ruddock notes, “the term ‘random’ is a little misleading
since there is nothing casual about these proceedings” (2001: 50). The most random
sample that took place in this research was fieldwork conducted at Plugd Records, an
independent record store based in Cork city. While individual customers in the shop
were asked to participate in the research, they all represented a very specific subset of
the population — by being present at a record store (particularly an independent and
relatively specialised one), the presumption was that they were active music
consumers, if not necessarily music fans.*® Furthermore, as the survey was about their
own musical interests and practices, another gauge of fanhood was a willingness to
take part in the research, as some people refused to partake indicating that they were

only in the store to make a purchase for a friend or family member.

| spent six hours on a Friday in the summer of 2014 at the store, inviting customers to
participate in the survey. The survey took the form of twelve questions (Appendix 2),
but it was not conducted as a paper survey, and respondents were not given the option
of possible answers; instead, they were interviewed on the spot. Primarily open-ended
questions were asked and recorded — for example, “how do you find out about gigs and
new releases?”. The purpose of these recordings was to determine respondents’
opinions on four specific areas (which fed into all three of this thesis’ research
questions) namely:

1. The extent of their fandom.

2. Participation in local music scenes.
3. Attendance at concerts/gigs.
4

Collection and consumption of recorded music.

%0 Shuker (2014) outlines that there are differences between being a collector and a fan (Chapter 5).
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Plugd Records is housed in the Triskel Arts Centre in Cork, which is seen as a cultural
hub for visual arts, cinema, theatre, dance, and music in the city. Plugd was selected as
a location as it is seen as fulcrum for independent music activity in the city*’,
Additionally as an environment surrounded by music, it was felt that it was also a
space where it was easier to discuss music. All individuals who entered the store
during the period that | was there were asked if they would like to take part in the
research. In total, there were eleven respondents to this and they ranged in ages from
their early twenties to mid-sixties, and self-identified themselves in a number of ways

— producer, DJ, musician, music fan, record collector, etc.

The most important output of this survey was that it helped to develop my own
conceptualisation around the role of fandom in cities that are relatively small in size.
Cork may be the Republic of Ireland’s second largest city, but with a population of
fewer than 120,000 residents (according to the 2011 Census*?), those involved in
underground music activities provide a rather limited sample. This research method
had two clear results in this respect: firstly, it proved that almost ‘everybody knows
everybody’ within the local indie music scene, which adds an interpersonal dimension
to any fandom; secondly, it also established that there was a great deal of cross-genre
inhabitation (though not collaboration) in the city — for example, some of those who
clearly identified themselves as DJs in electronic music scenes were very much aware
of and considered themselves to be fans, or perhaps simply ‘supporters’ (see chapter
six) of acts that played in the indie/alternative local scene. This particular research
provided an indicator of the complex divisions of fandom in small scenes and the

analysis of such can be found in more specific detail in Chapter Six.

Textual Analysis

As the main subject matter of this work focuses on fanzines, a very important aspect of
the research was in compiling and analysing various publications from around Ireland

— this in particular would be required to answer the first research question

*! Recent ethnographic research by Hogan (2014b) looks at the role the shop plays in local cultural
happenings.

*2 Information from:
http://www.cso.ie/en/statistics/population/populationofeachprovincecountyandcity2011/ [retrieved 23
April 2015].
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(characteristics of fanzine production) but would also show the technological and
aesthetic factors that would contribute to a “dominant representational paradigm”
(Hamilton; 1997 — see Chapter Two). Before | commenced this process of gathering
these primary sources, a couple of key areas had to be addressed, namely:

1. Should there be geographic boundaries to the research sample?

2. On what grounds would the sample be selected?

3. What information was needed from these publications, and how would it be

dissected?

One of the first issues was whether the sample of fanzines utilised for the research
would include fanzines from just the Republic of Ireland, or whether it should also
include titles from Northern Ireland. | decided on the latter, as in many cases -
particularly between the cities of Dublin and Belfast - local scenes were interlinked
through a network that included gig swaps, housing for musicians, and the trading of
fanzines. Other factors in this decision included the relatively small size of Ireland and
difficulties in determining which side of the border particularly titles came from, due
to a lack of information listed in the fanzine’s contents. A handful of international
fanzines were also included in the research, primarily for comparison reasons, or
because they contained ‘Scene Reports’ from Irish writers. In these instances, my
study is responsive to the perceived flow and distribution of fan media. A common
perception may be that fanzines are quite limited to a small range in one city, as
opposed to their digital counterparts; however, data that I have discovered indicates

that there has been a great deal of cross-border communication through these texts.

The next step was to establish just how large a sample of fanzine titles was required to
carry out the research. While I had specific titles that | wanted to gain some access to
(e.g. React and Nosebleed) due to their popularity and importance within particular
music communities, | came to the conclusion at an early stage that I should not limit
the scope of the research. This was influenced by a singular factor — availability. Many
of the older editions of fanzines had not survived, and libraries such as those at Trinity
College, Dublin only retained copies of football fanzines. With that in mind, any
publication discovered would become part of the study and catalogued accordingly. It
was decided that the period of time that would be covered would be from 1977 — the

year Ireland’s first punk fanzine Raw Power was launched — up until the present day
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(2014 is taken as the cut-off point for research on this project). Fanzines were obtained
through four different methods:

1. The private archive of a former fanzine writer and collector: while this was a
treasure trove of underground literature from Ireland, it had one significant
limitation, which was that all of the material was from the early 1990s
onwards.

2. The collection at the Forgotten Zine Archive — eight visits were made to this
archive, which is housed at the Seomra Spraoi*® in Dublin city. The archive
was established using the private collections of some prominent fanzine
producers, and is undoubtedly the largest single collection of music fanzines in
the country. While 1 was not allowed to remove fanzines from the building, |
was given permission to scan materials and to take notes.

3. The purchasing of fanzines: this method admittedly only provided for a limited
amount of research materials, and was solely used to locate new titles. Despite
some attempts via auction sites, it was rare to find old editions of Irish fanzines
for sale online.

4. Online — a limited amount of Irish fanzines have had editions, partially or fully,
scanned and uploaded as either JPEGs or PDFs. Through this, | was able to
access some earlier fanzines. Sites such as brandnewretro.com and

irishmetalarchives.com were utilised.

While there are other and more complex software programmes designed specifically
for quantitative research, this project only required relatively rudimentary software
such as Microsoft Excel, which was used to build different databases. All Irish titles
that were identified formed the largest database (Appendix 3), while actual physical
and digital copies | had of fanzines were logged in a smaller database which included
information such as year, issue number, page numbers, etc. As can be seen from the
example below, there were often gaps in determining some pieces of information
simply by reading a fanzine; they displayed (often intentionally) their differences from
the mainstream music press by neglecting to include rather basic details such as

publication year, page numbers, a contact address or person, or even an issue number.

*® Seomra Spraoi is a non-profit ‘autonomous social centre’ that is based in Dublin since 2004. The
Forgotten Zine Archive has been housed at the centre since 2005.
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Thus, the dominant paradigm of fanzine publishing includes non-conformity not just in

terms of content, but also structurally.

B C D E F G H | i]

Total Amount
of Issues

Title Issue # Year Years Active  Editor/Publisher  Location Pages Size Published
Smegma £l 1986-99 Angus Dublin 44 A5

Smegma 10 1857 1986-99 Angus Dublin 28 A5

Smegma 11 1959 198A-99 Angus Dublin 28 A5

React ] 1991 1950-97 Miall McGuirk Dublin 4 A4 Approx 35
React 10 1991 1990-97 Mizll MeGuirk Dublin 4 A4 Approx 35
React i1 1991 1990-97 Mizll MeGuirk Dublin 4 A4 Approx 35
React 22 1993 1950-97 Miall McGuirk Dublin 4 AS Approx 35
MNosebleed 11 1954 1950-2002 Boz Dublin 40 A5 22
Nosebleed 19 19599/00 1950-2002 Boz Dublin 34 A4 22
MNosebleed 21 2001 1950-2002 Boz Dublin 30 A4 22
MNosebleed 22 2002 1950-2002 Boz Dublin 36 A4 22
High Speed Death Skeletal Dance 4 1951 Cathal Rodgers Co. Offaly 24 A5

Gutter 1 1953 1953-7 Joe Clarke Limerick 4 A5

Figure 1.1: Excerpt from Irish Fanzines Database

Any fanzine edition that was accessed was read thoroughly, analysed and catalogued.
In the earlier stages of this research, it was simply a case of fervently reading these
publications in order to loosely familiarise myself with style and content patterns
emerging. Following on from this, a second stage of reading was more targeted, as |
knew | wanted to find articles and imagery that could support various elements of the
theoretical grounding for this project. Thus, I paid particular attention to articles such
as those that featured descriptions of local music scenes. Additionally, covers were
analysed that showed the type of masculinity present in those scenes, and keywords
and articles were logged that showed how discourses of authenticity were central to
these communities. Data collected in notebooks, particularly at the Zine Archive, was

invaluable. For example, the notes for Loserdom (Issue 4) contain the following:

Relevance to local Dublin scene: Features local bands Bambi and Jackbeast; a
number of references to the Hope Collective; an opinion piece on the local
‘underground’.

The logging of this information helped identify what local (Striknien DC, Bambi,
The Steam Pig, Paranoid Visions, etc.) and international bands (Fugazi, Crass, Oi
Polloi) featured most regularly in Irish fanzines, indicating a general preference for
punk music and its subgenres (generally acts that adhered to the DIY ethos).

Additionally, elements of databases were tailored to include any political commentary
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that accompanied the discourse on local music scenes in issues of Irish fanzines. Some
of these were visual — for example, it was noted that the Anarchy ‘A’ symbol featured
on a number of front covers of fanzines, particularly in the late 1980s and 1990s to

indicate a sense of anti-authoritarianism*.

PAINT A% FCk Renet.

Figure 3.2: 'Anarchy’ symbol on top left of front page of A Life of Buggery (Issue 4, 1990)

The language and text used also indicated the political stances of particular titles.
Figure 3.3 shows that two fanzines from 1991 and 1992 came up when a search was
carried out for “anti-Nazi”; these publications were released relatively close to each
other and had written articles or featured advertisements that were against Nazism.
Information like this could indicate that there were tensions in Ireland at the time
around such issues, and that fanzine producers and those involved in DI'Y music
communities wanted to strongly demonstrate their anger. This information also could
reflect material that the writers of fanzines were reading in their UK equivalents,
where anti-racism and anti-Nazi movements were mobilised to some extent. Away
from more overtly-political concerns, the most interesting data was that which was
uncovered that illustrated the relationships between the writers and the bands featured

in these publications.

* Anarchy has been an ideological feature of punk music since the mid-1970s. While The Sex Pistols

espoused anarchist ethics, it was not on a very serious level, compared to more ‘genuine’ anarchist
bands such as Crass (Kelso and Cogan, 2009: 130).
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Title Issue # Year Music Political {Pro) Anti Notes
Puppet Patraol 1 15951 Quicksand, Fugazi Pro Palestine & Animal Rights. Anti Nazi, EMI, McDonalds

Interview w/ Mero
The End 1552 Anti Nazi ‘Rejected’

Figure 3.3: Excerpt from detailed Irish Fanzines Database

Through articles and fanzine reviews that featured, | was able to find out about certain
publications that existed but that | could never locate. In total, | managed to identify
207 different music fanzine titles that existed in Ireland between 1977 and 2014
(Appendix 3). This is not to suggest that this is a definitive list: firstly, there were
surely a number of publications that my research just did not come across; secondly,
there were titles of a handful of fanzines that | uncovered which I could not determine
were music-specific or related to other fan pursuits. However, 1 would contend that all
of the most significant titles are included in this number. This research examines 127
of those 207 publications over 257 individual fanzine issues. As aforementioned, there
are also problems accessing earlier Irish fanzines as they were never formally retained
by any institution in the country. Hence, the majority of material that my research
focuses in on is from the 1990s onwards™, although as | show later in this research
(Chapter Five), the 1990s did prove to be the zenith for the publishing of these texts.
This dataset solely gives a picture of what trends emerged in terms of location, paper
size, and longevity but does not give an indication of what kind of content was

contained within.

This is where the decoding of texts becomes a significant part of the research. Text is
seen as qualitative data in respect of this research, and refers to the analysis of fanzine
texts, websites, and interviews. There are, according to Denzin and Lincoln, three
distinct approaches that can be taken to textual analysis: “content analysis with the
quantitative approach to media studies; semiotics with the structural tradition in
literary criticism; and narrative discourse analysis with the recent poststructural

development in interpretive theory” (2000: 639).

** 58% of music titles that featured in my fanzine database were published during the 1990s. This
perhaps skews the data somewhat, and illustrates a potential constraint of relying too heavily on
quantitative results.

76



Perhaps the method with most relevance to printed media artefacts is semiotics, the
method used to analyse how meaning is generated through the interplay between
‘signs’ in processes of communication, whether they be in the form of spoken or
written language or directly iconic pictorial representations such as photographs, or
other visual symbols. Deriving from the seminal work of linguist Ferdinand de
Saussure (1913/1983) and developed in its applications to popular cultural forms by
such theorists as Roland Barthes (1972; 1976; 1977)*, semiotics focussed on how the
material form of the sign, the ‘signifier’ generates a conceptual ‘signified’ in the mind
of the viewer/reader/listener. In language signs are organised on a ‘syntagmatic’ axis,
each word in a sentence acquiring meaning through its syntactical combination with
others. Each sign also belongs to a ‘paradigmatic’ axis of alternatives, so that the
choice of one from the various alternatives gives nuance to the signified in each case,
and this nuanced meaning is further refined through syntagmatic combination (see
Fiske, 1982; Hartley, 1982). When applied to non-linguistic forms of signification, the
same principle of analysis applies: in a magazine layout, for example, why a certain
feature rather than alternatives, and how do the elements combine in a syntagmatic
logic? In other words, media texts consist of signs that are organised in ‘codes’ which
audiences learn and accept. In the case of fanzines, though, a cursory glance will tell us
that they communicate through deviation from accepted codes. The choice and
combination of semiotic elements is calculated to upset expectation. Through semiotic
analysis we can trace how this is achieved, and by placing the fanzine texts within the
context of how their producers and readers have formed a community through
production, circulation and critical engagement we can see why this form came about

and how it developed over time.

Semiotics has been used in musicology, but Tagg warns that “many musicologists
rallying under the banner of ‘semiotics’ or ‘semiology’ have drawn almost exclusively
on art music” (1987: 282). While it would be possible to pursue the theme of how
punk music practitioners have deviated from the codes and conventions of more
mainstream popular music the focus of research here is firmly on the fanzines rather

than the music. Triggs notes that the British punk fanzines of the 1970s “embraced

“® Barthes’s works on the face of the actress Greta Garbo as a signifier of cinematic perfection (1972:
56-57) and an advertisement for the Italian food producer Panzani that connotes ‘Italianicity’ (1977:
33) are seminal works in showing how images are signifiers for specific ideas.
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their misuse of English grammar” (2006: 76-77) to establish their own methods of
communication. In the production of fanzines, photography, illustrations and mixed
fonts repeatedly signify difference from the mainstream. They represent and invite
identification with marginality or outsider status by breaking with convention and
expectation in a way that is comparable with the deviation from grammar. Similarly
the amateur Xeroxing and the material texture of fanzines, purposely eschewing glossy
paper, gives a deliberately low-tech feel, similar to how the French humanist
photographers avoid the “luxury” of colour printing as a way of complementing their

subjects through the material form and look of their work (Hamilton, 1997).

An additional theoretical and methodological influence is Fiske’s (1986, 1989) use of
the works of literary theorist Mikhail Bakhtin, especially the concept of carnival
(1968). The applications of this concept will be pursued in Chapter Four. Though
somewhat romantically, Bakhtin celebrated medieval carnival as a periodically
licensed popular celebration that “was characterized by laughter, by excessiveness
(particularly of the body and the bodily functions), by bad taste and offensiveness,
and by degradation” (Fiske, 1989: 81-82). Carnivalesque literary and media texts are
those that share the spirit of carnival by subverting expectation, often by inverting
social hierarchies, or the conventional superiority of mind over body, or the upper
half of the body over the lower half. Fiske draws particular attention to corporeal
excess of the television show ‘Rock N’Roll Wrestling’ to demonstrate this, and it can
also be found in the more juvenile (and it could argued adolescent masculine)
elements of fanzine design and content. The language used in fanzines can be vulgar,
offensive, or haphazard, echoing “what Bakhtin (1968) calls the language of the low
to disrupt the official, polite meaning” (Fiske, 1989: 110). Moreover, fanzines are
engaged in ‘dialogical’ (Bakhtin, 1981) communication not just in how they quite
publicly interact with and react to other fanzines but in how they engage with other
aspects of popular culture, both visually and critically. A Bakhtinian analysis thus
extends beyond a purely semiotic analysis in the context of this research. Each
fanzine element can be seen as a text that forms part of a dialogical chain, quoting
and critically engaging with textual features that are questioned or lampooned or
uprooted in some way from their original context and reinserted into a new context
where readers are invited to orientate themselves critically towards them, and in so

doing to experience a communal identity with producers and readers.
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These forms of textual analysis were also applied in the web-based research
undertaken here, with data collected through scouring social networking sites, web-
blogs, and internet forums. In Chapter Seven, | utilise the example of the underground
music website Thumped.com, analysing usage and variation in content from a given
week in 2004 and 2014. This also shows how quantitative research can help tell the
story too, as the usage of the website was able to indicate that online traffic had moved
elsewhere, namely social network sites. It is another example of how a mixed methods

approach can give more thorough findings.

Interviews and Focus Groups

The role of the interview in collecting data cannot be underestimated. Music fandom
scholar Daniel Cavicchi (2014: 52) notes that his current students are surprised that fan
studies could exist prior to the proliferation of the Internet. This shows the growing
reliance that researchers have started to place on Internet texts and digital production,
and Cavicchi notes that this has changed the texture of his own research activities,
including “interviews [which] had become oral histories” (2014: 53). The collecting of
interview material is effectively a way of gathering oral histories. The richness and
texture of evidence generated using qualitative methods cannot be achieved through

online surveying and data collection.

The content featured in the interviewing stage ranged from very recent events to
recollections of what happened four decades ago. Some of the actors interviewed had
exited the scene, or at the very least ceased publishing fanzines, while others were still
very much active participants as writers, bloggers, musicians, and/or music fans. For
those in the former category, the biographical approach to explaining their changing
experiences is particularly useful to these findings as it allows them an opportunity to
reflect on the past, but inevitably recollections are framed by current self-identities, so
rather than seeing recollections in a naive realist way, it must be accepted that there is
inevitably a fluidity and instability, a capacity for reinvention in all autobiographical
narratives. There are advantages and disadvantages to this method of interviewing; in
some cases, interviewees were able to reflect on their youthful involvement in DIY
cultures with a sense of embarrassment (see for example, Michael Owens’s
recollections of his band’s rivalry with another in Chapter 6) or even disgust with how

they behaved. There was also a tendency among participants to romanticise (perhaps
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excessively) the simplicity of DI'Y networks that have since disbanded and that existed
in an era before social networking sites (SNS), particularly when they were asked for
their views on blogs. For these interviews, questions were devised in advance that
would explore the interviewee’s entrée into fanzine culture, but would also touch on
some of the key theoretical issues in this work: for example, interviewees would be
questioned as to what they felt constituted a fanzine (what was their sense of the
‘dominant representational paradigm’ and what was and was not ‘authentic’?) and
their position within the community (what kind(s) of ‘capital’, if any, had they
accumulated through their fandom, and how?).

Twenty-five semi-structured interviews*’ were conducted as part of the research.
While there were specific questions and topics that | wanted to cover in the
interviewing process - primarily those linked to the thematic areas outlined above — |
ensured that the face-to-face interview environment was flexible enough to allow for
other topics to emerge during the process. These interviews were very fruitful not just
in terms of gathering information directly but also for identifying other sources, such
as fanzine titles that had not been considered or potential other interviewees. In some
cases, there was a ‘snowballing effect’ in that one interview led to another, but in most
cases, | specifically selected interviewees who | knew to be closely involved in the
scene. If I relied solely on this method, it would have limited my study sample simply
to ‘friends of friends’, thus excluding potentially valuable participants. In one case,
after a recorded interview, a research participant expressed some mild concern about
another (key) fanzine writer that was interviewed for this study, arguing that he was
not somebody who had fully participated in Irish fanzine culture. The other fanzine
writer, he suggested, did not socialise with other fanzine writers and was considered a
friend of his. By doing this, my research participant was demonstrating the unspoken
importance of authenticity in DIY cultures, and this proposes challenges for
ethnographic research. Furthermore, it suggests that insidership is important for those
active in music scenes; those who are not adhering to the same principles and/or tastes
of others in the community are thus somewhat excluded. Bennett warns that
“researchers have tended to display an uncritical acceptance of insider knowledge as

an end in itself” (2002: 461). In my role as researcher, I regularly had to ensure that I

T All but two people contacted during the engagement process took part in the interviewing stage.
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did not position myself as an insider. | also tried to avoid developing pre-formed biases

about other participants through the influence of particular interviewees’ views.

As such, 1 did not allow this to influence my analysis of the interview material or
fanzine content that | had collected on either of the participants in the above example.
In some cases, recommendations were made to me about other fanzine writers that |
should contact and interview that | declined to follow up on; this was for a variety of
reasons — their title may not have been significant enough in terms of the number of
issues published or impact on the music scene to warrant a full interview, while in
other situations, the particular fanzine that they worked on was not considered to be a
music fanzine, and hence not relevant to this research. In one exception, a fanzine
collector and writer who was unknown to me made contact through Facebook as he

had heard about the research that was being carried out and wanted to partake in it.

There was no set requirement at the start of this research for the quantity of
participants that were required to take part but multiple interviews were necessary to
produce more information and different perspectives as Newcomb (1991: 101)
suggests. Interviews took place between 2012 and 2014, in a variety of locations in
Ireland including Cork, Dublin, Leitrim, and Limerick. That interviews were
conducted at such early and later stages of the study is illustrative of the fact that
research is an on-going concern; as late as summer 2014, | could see some possible
questions emerging from the data | had been analysing that required further or follow-
up interviewing. All but six of the interviews were conducted in person — this was the
preferred method as it allowed time to develop a rapport with the interviewee, and to
be able to ask follow-up questions on the spot. It made the interviews less structured,
as opposed to the six interviews that took place via email, which generally took place
due to an unavailability of the participant to conduct the interview in person. Follow-
up interviews were also conducted with four of the face-to-face interviewees, but these
were conducted through email as they sought limited and specific information. All
interviews that were conducted in person were recorded using a digital recorder; it is
almost a given now that scholars conducting qualitative research will use some form of
a recording device for interview. Writing at a time when such technology was perhaps
as not readily available, Finnegan declared that a good reason for recording interviews

is as follows: “Oral forms are, almost by definition, ephemeral. If you want to
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preserve, disseminate or analyse them it is near-essential to employ some means to

make them more lasting” (1992: 62).

The interviewing process in this project indicates a qualitative approach as the
interview is not simply a set of structured questions that the interviewee is being asked,
or a ‘box-ticking’, closed question method of data collection. Instead, the subjectivity
of interviewees involved calls for qualitative methods. Those who were selected to be
interviewed were invited to take part for a variety of reasons, and were identified as
playing diverse roles within music communities, including: fanzine writer, fanzine
collector, gig promoter, music journalist, former record store owner, music blogger,
and musician. In one way or another, they were all fans themselves but were
distinguishable by the fact that they were active audiences, particularly those indulging
in what Fiske terms “textual productivity” (1992: 39); i.e. the ability to develop

narrowcast texts that are produced and circulated solely within the fan community.

| had envisaged that a cross-section of these music communities would provide the
most rounded sample. The first people to be contacted were various current and past
fanzine writers. Those who were the most prominent writers, or whose publications
seemed to be the most valued within music scenes, were earmarked to take part as they
could be considered gatekeepers of community taste. Contact was made in a number of
different ways but primarily through email, while an open invitation was posted on the
forums section of the music website Thumped.com and potential participants were
suggested here. Of the twenty-five interviewees, | would have known ten socially or in

other circumstances prior to contacting them for interview.

While all but four of the participants were male, gender was not a consideration in the
selection of interviewees. The only guideline was that they were over eighteen years
of age (for ethical reasons), and from varying eras; Stephen Averill of Raw Power
fanzine represented the first wave of punk literature, while lan Maleney of Hatred of
Music is the youngest music fanzine publisher (twenty-three at the time of interview,
2013) in the country. Additionally, other interviewees offered differing views to the
fanzine movement: Stuart Clark is now the Deputy Editor at Hot Press, a music
magazine in Ireland; Leagues O’Toole is a former writer of fanzines and for music

magazines and national newspapers who now works as a booking agent; Richie Egan
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is a former fanzine writer who identifies himself more as a musician. The three
bloggers selected were identified because they were the most prominent bloggers at the

time.

With a varied and partly self-selected group of informants, it was important that the
questions were not the same for every interview. However, some questions appeared in
almost every interview, for example: “When did you first start reading music fanzines
and what appealed to you about them?” This research favoured the usage of semi-
structured interviews; research was carried out in advance on the specific interviewee,
and some set questions were regularly employed (at least 12-15 for every interview) to
have on standby. However, the advantage of a semi-structured interview was that the
answers provided by the interviewees often elicited the next question as opposed to
pre-planned ones. | was also acutely aware that research participants did not treat me
as an ‘insider’ as this would lead to too much presumed knowledge not just on my
part, but also on behalf of future readers of this thesis. Thus, any such assumptions
made by the interviewee would be met with a follow-up question that would ask for

some clarification (Appendix 4).

Supplementary to the interviews conducted for this research, focus groups were held in
three different Irish cities (Cork, Dublin, and Limerick) in early 2014. These focus
groups were specifically to engage with current and past active musicians in local
music scenes, and primarily attracted participants who played genres of music such as
indie, rock, metal, punk, electronica, etc. It was envisaged that contributions from
these focus groups would be of particular benefit to how this study looked at the
relationship between fans and musicians, but would also help to inform other aspects
of the thesis; for example, the inclusion of musicians from different generations helped
demonstrate the paradigmatic shift as technology has changed, while also bestowing a
certain amount of capital on fanzine producers. While there had been a handful of one-
to-one interviews conducted with musicians, it was felt that a wider sample could be
obtained through this method, and that it would be an easier platform for some
individuals to participate and communicate in. It was considered to be an efficient
research technique that would yield a great deal of data in less time than individually

interviewing each person. Within the scope of this research project, there simply would
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not have been sufficient time to travel to, meet, interview, and transcribe all of these as

individual interviews.

In total, there were twenty-eight participants between these three groups, with a far
greater number of male (twenty-three) than female participants. The largest group
contained eleven contributors, while the smallest featured seven, which places this
sample in the optimal number of participants for this type of research*. Despite this,
there was a great deal of difficulty in actually attracting the contributors. Whereas with
an individual interviewee an agreement was made to meet at a very specific time and
place, with a specific outline of what was going to happen and with a focus on that
individual’s own personal experiences, the focus group is a tougher sell for the
researcher. Participants do not feel the responsibility of the one-to-one interviewee to
arrive for the focus group, and without any monetary remuneration for their time, it is
difficult to convince participants that it is a worthy way to spend their time. I utilised a
number of different ways of sourcing participants. | sent emails to every band for
which | could locate an email address, | posted on web forums, and | established
Facebook event pages. This did not have the same ‘snowballing effect’ as other
research methods had; | had envisaged that musicians would talk to others and almost
‘recruit’ them to attend. Instead, those who attended came because they had either
received an email or Facebook invite. Proving that research is not necessarily a smooth
process, the first attempt to host a focus group in Dublin in 2013 was a failure: it
attracted a single participant, despite contact being made with approximately fifty
different acts in advance. However, the following three focus groups would prove to
be far more rewarding, with each session lasting between ninety minutes and two

hours.

It proved to be a worthwhile research method as the conversations became quite
relaxed and informal with an answer from one musician often leading to a follow-up
question coming from another musician instead of from myself. In practice, there were

fewer questions asked in focus groups than interviews*®. My role was to facilitate the

*8 Stewart & Shamdasani (1991) concur that between eight and twelve participants are required for a
successful focus group.

*° For example, one interview of 31 minutes that was held with a fanzine collector yielded 27
questions; a question every 1 minute 30 seconds on average. The focus group in Dublin lasted 1 hour
47 minutes, and again yielded 27 questions, an average of one question every four minutes.
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groups and ensure that they stayed on topic; when the conversation deviated drastically
from the focus of the research and into unnecessary or uncomfortable territories, it was
subtly but swiftly brought back to the central topic. There are potential disadvantages

to group interviews that are based around the dynamics of the group, such as:

Individuals may be stifled rather than stimulated by the group; there may be a higher
ratio of interpersonal conflict in interacting groups and this could drain the response
energy of the group; the production of irrelevant data may be high; posturing by
members of the group could create a level of false information or awareness of
research problem (Frey & Fontana, 1991: 34).

In group situations, there are always those who tend to stand out as leaders that will
take charge of proceedings to an extent; it was my job to always remain conscious of
all participants in the group, and to ensure they were all afforded an opportunity to
amply contribute to the discussion. While there is a concern around focus groups that
personalities can clash or arguments can ensue, the groups that feature in this research
were quite complimentary of each other, and utilised each other’s contributions to

develop or change their own opinions.

Once the data was recorded at the individual interviews and the focus groups, it was
downloaded, backed-up and almost immediately transcribed™. Each interview
transcription was analysed to determine which aspects of the interview would be of
greatest use to the research, and this was logged separately. Again, | used a basic
Microsoft Excel spreadsheet that enabled me to cross-reference various topics and
themes that emerged during the interviews: for example, this allowed me to search for
interviews that referenced local venues, and find what interview transcription
contained such references, and on what page of the interview I could find it. In a sense,
Becker’s (1971) notion of ‘sequential analysis’ was applicable to my analysis. Fielding

(2001) outlines it as a method:

...in which one continually checks data against interpretation until satisified one has
grasped meaning. In Becker’s approach the analysis of ethnographic data is carried
out sequentially in the sense that analysis begins while one is gathering data. In the
periods between the observation one may ‘step back’ from the data, so as to reflect

% Any concerns over particular words that were completely inaudible were left in the transcript as
such: “ (?7)”. In cases where there was a degree of uncertainty whether it was the correct
word or not, it was entered as such: “word (??)”. This was more from a personal documenting point-
of-view, as the majority of interview content would not be directly reproduced in the thesis itself.
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on their best possible meaning. Further data gathering is then directed to particular
matters to which the observer has become by provisional analysis (Fielding, 2001:
154).

This demonstrates the advantage of qualitative approach in collecting data; it is a
more nuanced process than merely collecting hard data. Furthermore, as Becker sees
it, this approach allowed me to begin analysing interview data at an early stage of the
research (the first interviews took place six months into the project), and this helped
inform the direction of future interviews. This contributed towards the development
of some themes for this study that may not have been as prominent in my research
plan to begin with (e.g. the position of the concept of authenticity in such cultural
activities). Additionally, analysing the interviews demonstrated the nostalgic and
emotional ties that former fanzine writers and/or collectors had towards the medium,
and influenced further interviewing and dissection of literature relating to nostalgia

which can particularly be seen in a significant section that appears in Chapter Five.

In the interview material that follows in this dissertation, the interviewees are
identified by first and second name, and are not presented anonymously, as they are
directly linked to a publication, website, or band, in most cases. This differs in the case
of the fan subjects who were interviewed at Plugd Records in Cork — most of these are
just identified by their first name, as there is no relevance in printing their surname,

and it also ensures that their contributions remain more confidential.

Observational Field Research

A final method that needed to be considered was the role that observational field
research played in shaping this study. Field trips were made to events where fanzines
were prevalent, such as Independents Day and the Dublin Zine Fair to take notes on
what kind of activities were taking place. These were logged in a research diary. | did
seek permission from event organisers in advance to take photographs and make some
notes, either through a notebook or through the ‘Notes’ app on the Apple iPhone. Two

examples of such field notes can be found in Appendix Five.

Observation is useful in that it allows you to determine what is happening in a
particular location without having to ask individuals or groups questions. The issue |

found with some of the events that | selected for observation was that | did not feel
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they were always sufficiently representative of the community | aimed to study,
particularly because of their leaning towards ‘zines’ that covered other cultural forms
such as art and literature. Nonetheless they still provided useful data on the activities
that are currently taking place publicly around fanzine culture in Ireland.

Figure 3.4: Photograph from Independents Day (Dublin Food Co-op, June 2013)

3.4 Turning Data into Findings

Adopting this mixed-methods approach ensured that best practices were applied to the
research stage of this thesis. Each individual method played a very significant role in
determining the findings of this work, whether that is how semiotics helps to analyse
the visual and linguistic aspects of fanzines or the advantages of doing interviews
individually and in groups. The next four chapters illustrate how the data that was
uncovered during this research was subsequently utilised alongside relevant literature

to make key arguments related to the role of fanzines in music scenes in Ireland.
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Chapter Four: Fanzines And Their Making

4.1 Introduction

This chapter considers music fanzines as material artefacts and looks at how Ireland
responded to international trends in terms of design and the genres of music
represented. Examining the historical background to fanzines internationally will give
a sense of how music fanzines developed a particular subaltern niche within the Irish
media landscape, and how that emergence of a fanzine culture was inextricably linked
to the rise and ethos of the punk rock movement. Each key section of this chapter
considers how various factors play a role in developing a paradigm of production and
consumption, influenced by Hamilton’s (1997) research. While Hamilton’s work looks
solely at photographic representations, this chapter also examines how factors such as
language, imagery (to include photography), symbolism, and materiality play a
significant role in how a certain vision of the scenes is represented in these
publications. A semiotic approach to these texts helps in understanding the underlying

ethos of fanzine production in Ireland.

This chapter also introduces the importance of capital in alternative music and fan
cultures, a central area of discussion in Chapter Five. It looks at how producing
fanzines in a certain way can signify cultural capital, while also looking at how much
of a factor economic capital is in making these artefacts. Low budgets, and a do-it-
yourself ethic, are contributing factors to how technology is used by makers of
fanzines but this is also part of a DIY paradigm where authenticity is central to the
production and dissemination of these materials. This chapter argues that the minimal
production scale and low distribution network of music fanzines allows for them to be

seen as signifiers of authenticity.

This chapter introduces some of the main fanzine titles (and their writers) in Ireland
that are utilised in this work, with a particular emphasis on publications from the 1990s
onwards. Titles such as React (1990-1997), Nosebleed (1990-2002), Loserdom (1996 —
present), Slanted and Enchanted (1996-1998), Unfit For Consumption (1999-2006)

and Riot 77 (2000 — present) all feature prominently. They are analysed to demonstrate
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this dominant paradigm of production that exists, and the chapter describes how
fanzines and their corresponding musical practices are contextualised as alternatives to

the culture industries.

4.2 Historical Context of Irish Fanzines

There is scope for considering fanzines as a continuation of a tradition of self-
publishing from the 18™ century onwards. An influential and intellectual bourgeois-led
European ‘public sphere’ (Habermas, 1989) saw the rise of pamphleteering, a medium
that was also in use during the American Revolution. In an Irish context, Dillon (2005)
notes that self-publishing can be traced back to works like Jonathan Swift’s Drapier’s
Letters™'. Nonetheless the emergence of and propagation of fanzines was very much a
Twentieth Century phenomenon, with its roots in Science Fiction fandom, 1930’s.
Science fiction fanzines such as Hyphen (1952-1965) and Pot Pourri (1958-1968)
were amongst the longest running of these titles in Ireland. The media landscape of
early twentieth century Ireland was quite conservative, with Morash pointing out that
the sole Irish radio station of the day — 2RN — was a mish-mash of Irish language,
classical and traditional music, and a promotion of an agricultural way of life (2010:
135-136). During the same period, the newspaper industry was politically aligned to
various political parties®®. In that light, the emergence of science fiction fanzines

provided a completely different type of media — fan media.

While music fanzines existed within Ireland and internationally prior to the explosion
of punk rock in the mid-1970s, this research’s primary focus is on the years 1977 to
2014. Dubliner Stephen Averill ran a fanzine Freep in the late 1960s that was

dedicated to the likes of UK space rockers Hawkwind. There were other music

L A series of seven politically charged pamphlets (1724-25) that would reach a distribution of 2,000
copies (Morash, 2010: 38-46).

%2 For example, The Irish Press (1931-1995) was founded by Eamon de Valera, a future Fianna Fail
Taoiseach (Prime Minister) and President of Ireland. The Irish Independent leant more towards Fianna
Fail’s opposition Fine Gael, while The Irish Times was initially considered a more pro-Union paper.
There were other, more radical, newspapers in the first two decades of the Twentieth century
explicitly linked to the Irish nationalism movement such as The United Irishman and Sinn Fein.
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publications in Ireland prior to the arrival of punk fanzines such as High Times™, a
short-lived publication in the early 1970s that was very much concerned with rock and
roll and “for the readers of High Times, RTE Radio, which broadcast only a few hours
of pop music every day, existed in another, not very interesting, world” Morash (2010:
186). During the 1970s, several pirate radio stations provided alternatives to the state
broadcaster. Additionally, the hugely popular showbands®* scene of the 1960s and 70s
was well served through the magazine Spotlight, and its successor New Spotlight. In
New Spotlight, interviews with musicians appeared alongside pages for penpals and
VOX-pops on contentious issues such as religion (Egan, 1970a) and the legalisation of
marijuana (Egan, 1970b). Yet, while it was a magazine tailor-made for fans of music,
it was run as a commercial enterprise, reaching a circulation of almost 50,000 copies
per issue at its peak, and had very strong ties to the music industry in the country at the
time. Other music-orientated magazines appeared, such as Gun, Hitsville, and Scene, in
the late 1960s and early 1970s. While other music magazines have been launched in
Ireland® in the interim, none have had the longevity of Hot Press, which as of March
2015 has published 900 issues and has a fortnightly circulation of over 17,000
copies™. In the same year that Hot Press launched — 1977 — punk music fanzines
arrived in Ireland. While the arrival of punk in the UK heralded major changes in
personnel in the music papers, papers such as New Musical Express and Melody Maker
kept going; in Ireland, there were no such crossover publications from the pre-punk era
to post 1977.

>3 This publication only lasted a handful of issues, according to Morash (Interview, 6 March 2013).
This magazine also predated the US-based pro-marijuana publication of the same name (founded in
1974), and is in no way related to it.

> McLaughlin and McLoone (2012: 20-29) discuss the showbands scene in detail. Showbands toured
around Ireland from the 1950s onwards playing a mixture of covers of rock ‘n’ roll music and country
and Irish songs in large ballrooms.

*® For example this century has seen attempts by magazines such as Alternative Ulster (later known as
AU), Foggy Notions, and State, to provide an alternative to or to take some of the market share of Hot
Press. All three of these publications have ceased publishing printed magazines.

% http://www.hotpress.com/1279946.html, accessed 6 March 2015.
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Fanzine Titles in Ireland

B Republic of Ireland: 151
H Northern Ireland: 36

i Unidentified: 20

Figure 4.1: Breakdown of music fanzine production in Republic of Ireland & Northern Ireland,
1977 —2014.

This study has encountered 207 different music fanzine titles produced in Ireland’,
and these consist of titles produced between 1977 and 2014. There can be a difficulty
in determining what exactly constitutes a music fanzine as many of the titles mix
music with other interests such as cycling (Loserdom), film (Non-Plastique),
skateboarding (Bite The Hand That Feeds The Poisoned Food) and politics
(Back2Front). Additionally, many fanzines such as Lucidity can be considered
‘perzines’ — personal fanzines where “authors document the most intimate details of
their lives, generating personal narratives and thereby unique autobio/graphical
snapshots” (Triggs, 2010: 12). The perzine deals with everyday aspects of the author’s
life, and becomes a form of public diary of their experiences (Atton, 2001b). | have
included fanzines in this research where the primary content is music, even if there are

other cultural, social, and political aspects covered.

> There have undoubtedly been other titles produced during this period that are not included,
particularly as many fanzines last just a handful of issues or are one-off publications. Whilst locating
and cataloguing every single title is simply not possible, this survey includes all of the most
established publications to date.
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Figure 4.2: Raw Power (Issue 1, 1977)

Music Fanzines as Punk Literature?

My Irish research sample commences with Ireland’s first punk fanzine Raw Power,
launched in March 1977, and influenced by the instigators of punk fanzines in 1976 —
Punk®® in New York, and Sniffin’ Glue in the UK, which Frith quickly referred to as
“the punks’ magazine” (1978:47). The cover of the first Raw Power (Figure 4.2)
featured this visual aesthetic that it had appropriated from the international fanzines,
and it delivered similar content also. A cut out newspaper headline — “Punk Rock: A
Way of Rebellion for Today’s Teenagers” — along with another pasted headline
proclaiming that “Gardai [Irish Police] Chase Punk Rockers” feature prominently.
They are accompanied by images of local punk bands and the placement of safety pins,
a significant appendage in the punk style that Hebdige argues were used as bricolage,
“taken out of their domestic ‘utility’ concept and worn as gruesome ornaments through
the cheek, ear or lip” (1979: 107). The fanzine cover’s collage of borrowed textual
elements is a good illustration of how fanzines can be seen in Bakhtinian terms as both
carnivalesque in appearance and dialogical in quoting and recontextualising
mainstream media comment within the implied fanzine community. Both news stories

are presumably being appropriated as badges of honour.

*8 While Punk was founded in 1975, the first issue was not published until January 1976.
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Stephen Averill’s pseudonym within the punk community was Steve Rapid. At the
time he was the singer with Dublin band The Radiators From Space. He was in his
mid-twenties when he established Raw Power, and had worked in creative advertising
as a graphic designer as well as playing in various bands. Averill’s fellow band
member in The Radiators — as they were known in the local scene - the late Philip
Chevron (also a member of The Pogues) wrote some of the articles for the publication
but the bulk of the work fell to Averill himself, who produced something deliberately
amateur in appearance. Averill was quite a skilled artist and designer who would
subsequently design album covers for U2. In an interview conducted for this research,
Averill painted the picture of a Dublin punk scene where the locales sympathetic to the
music have understandably long disappeared. Available freely, the 150 copies of the
first issue swiftly moved from places such as: “Murray’s Record Shop which used to
be on Grafton Street, various Radiators gigs, Advance Records up near Stephen’s
Green — shops that we thought were actually selling the kind of music that we were
writing about would get copies left in” (Interview with Stephen Averill, Dublin, 6
March 2013). As will be expanded upon in Chapter Five, the record stores that were
involved in punk culture also took a keen interest in fanzines, and this has been evident

since the publication of Ireland’s first punk fanzine.

Raw Power would last only two issues itself, setting something of a precedent for Irish
fanzines, with many fanzines existing for just a handful of issues or as a once-off
publication. While some Irish publications made it up to thirty or forty issues, none
enjoyed the longevity of international titles such as the Californian fanzine
Maximumrocknroll, which has been published monthly since 1982. It is important to
this research to set the context for how the fanzine movement would become a central
part in the rise of punk internationally in 1976-1977. During what Hebdige described
as the “strange apocalyptic summer [1976] that punk made its sensational debut in the
music press” (1979: 25), fanzine writers like Mark P, founder of Sniffin’ Glue™,

provided grassroots coverage of an emerging movement.

At this stage, it is imperative to note that punk music existed in various forms prior to

the mid-1970s, and despite the movement’s own iconoclastic rhetoric, there was no

% Sniffin’ Glue is generally considered to be the first UK punk fanzine.
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‘year zero’ for this music genre and its correlative focus on identity and style. From the
countercultural and nihilistic 1960s bikers and hippies (see Willis, 1978) to garage
rock, pub rock (see Bennett, 1997), and more avant-garde practices in popular music,
punk was not simply something that happened overnight. Of course, the term “punk’
itself is a contentious term both inside and outside of academia: Sabin argues that it is
“best characterised as being part youth rebellion, part artistic statement” (1999: 2),
Savage (1991) places it firmly as a phenomenon of the mid to late 1970s, while
Thompson (2004) sketches out seven major scenes (six of which are American) that
chronologically chart punk from 1974 up to 1995. Regardless of exactly when it
started or ended — if it ended at all — punk rock emerged at a time when large studio
productions from progressive rock bands and disco music were the mainstays of the
UK music industry. On the surface, punk is music that is challenging to the majority
of listeners, both lyrically and musically:

To the mainstream music consumer and ethnomusicologist alike, punk, especially its
most extreme, non-commercial varieties, has a reputation for being “bad music” par
excellence: a music that seems to go out of its way to be terrible, offensive,
unlistenable (Rodel, 2004: 235).

Angela Rodel (2004) argues that forms of punk manipulate ‘badness’ as a mode of
resistance to commercial popular music. While there is some mythologizing of punk
that perhaps frames it as more anti-authoritarian than it may actually be, when it first
arrived, it did confront mainstream culture with music that “was unpolished, informed
by an amateur aesthetic that exposed its rough edges” (Negus, 1996:17). Negus’s
usage of ‘amateur’ may be a tad misconstrued as some of the most significant players
in the first wave of punk rock wrote and produced music with a professional aesthetic
that sought those ‘rough edges’. For instance, it can be argued that many of the public
activities of a band like The Sex Pistols were very deliberate and calculated, done in a

way to draw as much attention as possible from the public and media®.

Punk rock made its noisy way onto the pages of the mainstream music press of the
day; however, according to Frith (1978: 152-153), the mass media and major record

companies had the same goal of sensationalising punk rock as a new musical

% As Hesmondhalgh points out (1999: 39-40) some practitioners did not see The Clash and The Sex
Pistols as “true punk” due to their affiliations with major record labels.
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phenomenon, as they had managed previous novelties. The UK fanzines at the time
also trumped up the significance of punk, but crucially did so from the fan’s
perspective, and thus provided a more authentic voice for the movement. Take for
example the first issue of Sniffin’ Glue (1976), itself named after The Ramones song
‘Now I Wanna Sniff Some Glue’ where editor Mark P proclaims: “in this issue we
lean heavily towards being a Ramones fan letter...punk rock is about enjoyment and
nothing else”. In Ireland, the mainstream music press in the late 1970s centred on
sections of the national newspapers and the fledgling magazine Hot Press. Stuart
Clark, Deputy Editor at Hot Press, stated that Hot Press was firmly modelled on the
American magazine Rolling Stone, in terms of design and editorial styles, and was thus
far removed from the punk agenda. Despite the timing of its launch in 1977, Clark
contends that Hot Press, by the virtue that it considered itself a professional
publication, followed the example of other major publications in dealing with punk:

One of the problems with the NME [New Musical Express] in my mind is that they are
so annoyed that they missed punk for the first six months that they’re continually
trying to make up for it even now by discovering scenes that don’t really exist. For
people saying that we [mainstream music press] foresaw punk, nobody did...Hot
Press did react to punk, but you’d be having pieces on [traditional Irish bands] The
Dubliners and Planxty next to stuff about that first wave of Irish and UK punk bands
(Interview, Dublin, 6 March 2013).

Punk music — in its various forms — has been a constant driver in the production of
fanzines but as | will detail further on, other (sub)genres of music have been served by
this medium. Where fanzines differed from the music papers that were covering punk
was that they continued to cover this type of music, particularly subversive music
genres, long after punk’s novelty and commerciality had waned. Alternative music
scenes which termed themselves as ‘anarcho-punk’ (see Dines, 2004) or ‘hardcore’
emerged from the late 1970s onwards, almost in opposition to the popularity of some
punk bands that ended up being commercially successful on major labels. Rodel
proposes that punk has continually reinvented itself to remain a countercultural subject
position. Hardcore can be loosely defined as: “a synonym for punk that Americans
invented in the early eighties. Hardcore music is usually faster than the punk music of
the seventies, but the ideas and people involved are virtually the same” (O’Hara, 1995:
4). As ‘anarcho-punk’ was emerging in the UK and Europe, hardcore was emanating

from the USA at the same time.
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DIY Practices in Music and Fanzine Making

Those within music communities use many different ways of describing themselves,
and have also been described by those outside the communities in varying ways. For
those partaking in fanzine production, they have been predominantly designated either
by genre (punk and its various subgenres) or by their adherence to a do-it-yourself
(DIY) ethos. Indeed terms such as ‘hardcore’, ‘punk rock’ and ‘DIY’ are terms that
have been used almost interchangeably by audiences and academics alike, and
sometimes used alongside ‘alternative’ or independent/ ‘indie’ music. In this section, I
want to briefly explore the DIY ethic, and look at how there is a connection between

how it is applied to music and the production of fanzines.

The starting point for exploring DIY production is in how it is positioned as being
‘independent’. DIY created an environment where bands could organise their own
concerts (‘gigs’), record and release music themselves, ignoring the constraints of the

51 multinational firms dominate the

mainstream music industry (where the “Big Four
recording industry) and its capitalist ethos in the process. As Strachan notes, DIY
practitioners “often base much of their shared identity in opposition (or relation) to an
othered music industry” (2007: 246). Music produced in the DIY ethos challenged the
existing ‘culture industries’ (Adorno and Horkheimer, 1972), where popular culture
was mass-produced. The first wave of punk fostered this ethos that anybody could pick
up a guitar, start a band, write songs, or even run a record label. The spirit of the
venture was perhaps more important than the quality — thus punk was characterised by
songs that were not just played fast but also written and recorded in short bursts of
time - and the same criteria applied to the emergence of a punk fanzine culture. In
saying this, the significant role that technology played in both the music and the
medium needs to be considered because, as Dale argues “so called Xerox music
appeared because basic multi-track recording equipment was being mass-produced as
never before, and because Xerox copiers enable fanzine writers to easily produce
discourse about the recordings produced” (Dale, 2008: 175). Here is evidence that

technological factors played a role in the creation of a dominant paradigm in fanzine

81 The “Big Four” refers to the four major music groups that owned approximately 80% of the music
market worldwide (Sony, Warner, Universal, and EMI). Since 2013, this is now the “Big Three” with
parts of EMI being absorbed by the other companies.
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production, and somewhat ironically, that paradigm was supported by the mass

production of such technologies.

For fanzine writers and readers, DI'Y does not necessarily mean the same thing as
punk. Dave Kennedy, a former proprietor of a much-loved independent record store in
Dublin called Road Records, explains that “punk rock turned into a more DIY thing
and it wasn’t a particular sound of music that people were writing about, it was more
of a kind of ethos, a belief system that they have about basically doing things for
yourself” (Interview, Dublin, 23 March 2012). Furthermore, Hugh McCabe of Dublin
band Large Mound, who blend classic rock with American alternative rock, notes that
“we were very in-tune with the philosophy of punk and DIY and that kind of thing,
even though the music wasn’t in-tune with that scene” (Interview, Dublin, 9 December
2013). For those interested in this scene, the fanzine presents an outlet for discovering

the people, places, and institutions linked to DI'Y music in certain cities:

...they’d tell you about a lot of the DIY gigs that were coming up in Dublin, or DIY
gigs that had been on...you’d also find out about a lot of the DIY releases, like
Rejected Records stuff, and some of the other bands that were going around at the
time (Interview with Trevor Meehan, Limerick, 9 March 2013).

Thus, we are presented with a musical movement that is more grounded by practice
(DIY ethics) than the spectacular style of punk. Nonetheless, this does not quite
explain the type of music that is predominant in these alternative music cultures. While
this may not necessarily be a thesis about the music itself (its central focus is of course
on the medium), and as Dave Kennedy suggests there “wasn’t a particular sound”, it is
important to at least momentarily consider what the music may actually sound like. In
discussing the Washington, D.C. hardcore scene, Fairchild perhaps sums it up as
succinctly as possible: “Tying all these scenes together was a nihilism articulated
through parody or cruelty each with a distinct groove of harsh standard time rock laced
with blocked chords smashing out songs which vaguely resembled older rock styles”
(1995: 21). Similarly, fanzines take the conventions of a traditional medium (the
printed magazine) and subvert them somewhat, and there are interesting connections to
be made here between the aesthetics of DI'Y music and its corresponding medium. For
fanzine writer and musician Willie Stewart, “DIY music and DIY publications go

hand-in-hand” (Interview, Leitrim, 27 June 2012). While he may be discussing
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underground music of a far more avant-garde persuasion, there is some merit in
Graham’s view that “the underground is essentially a practice, a cultural philosophy of
music that exists outside the mainstream” (2010: 10). Moreover, as he expands: “The
aesthetic tone of underground music usually pivots on sublime and fragmentary
modes, with surface abrasion and syntactic destabilization, in many subtle formations
across the field, being the primary expressive currencies” (Graham, 2010: 10-11). This
“syntactic destabilization” can be seen in DIY music and fanzine making. The modes
of production are similar to those of more ‘traditional’ or ‘popular’ fields, but it

subverts the conventional practices of the cultural industries in the process.

The Emergence of Freesheets

The move towards more of a DIY ethic in the 1980s also coincided with the
emergence of freesheets, a form of the fanzine which played a key role in maintaining
cohesion within these communities. Freesheets (sometimes referred to as newsletters),
in principle, were to be released quite regularly (weekly or monthly), and feature short
and snappy news, along with reviews, gig listings, and comment. The name was quite
literal — generally an A4 sheet folded over to make a four-page A5 Newsletter or even
just an A4 page with content back and front that was available for free at record stores,
gigs, or could be posted. These freesheets and newsletters are very much fanzines
themselves, as they communicate and serve the same communities, and do so through

literature designed and written in a similar style to the more conventional fanzine.

There are numerous examples of Irish freesheets, with titles such as Niall McGuirk’s
React perhaps the best known within the fanzine and DI'Y community, particularly in
Dublin. React ran for approximately thirty-five issues between 1990 and 1997; each
issue had four pages and they alternated between being an A5 and A4-sized
publication. A promoter of independent gigs and a bassist in the band Not Our World,
McGuirk had previously published the fanzines Whose Life Is It Anyway? and Sketch
in the 1980s. The difficulty in retrospectively investigating retrospective scenes is in
dealing with individuals who may change somewhat in the interim; when I met
McGuirk for this research, he was in his mid-forties and seemed a very calm and
amenable character. When talking to other participants, they were all positive about the

influence he had on the scene, and he seemed to be uniformly well liked. Late in 2014,
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a video®® was put online of a November 1989 appearance from Not Our World at the
Dublin venue McGonagles, a location where many gigs from McGuirk’s Hope
Promotions® were held. The band were supporting American hardcore band Fugazi
(who were major influences on Irish and international DI'Y bands and movements).
The bands playing no longer exist®, the venue no longer exists, and | would hazard a
guess that many of those in the audience no longer attend hardcore shows some quarter
of a century later. However, the video represents an ideal way of depicting the scene at
the time. A 21-year-old McGuirk is wearing a Dennis The Menace-style red and black
striped jumper, a style that was adopted by other punks (for example, Captain Sensible
from The Damned); his bandmate has a sticker with the slogan “We Hate Yuppies”
emblazoned on his guitar and the music is simultaneously loud, fast, incoherent and
discordant. There is no significant barrier between band and audience (in keeping with
the DIY style) and in general it seems a fairly rambunctious affair. The tunings are
different from more orthodox popular music, and as such, the band are immersing
themselves in a form of this “syntactic destabilization” (Graham, 2010). That same
aesthetic applies to the fanzines that McGuirk has worked on — taking a medium and

destabilising for your own benefit — and this was most evident in React.

He saw React as an outlet for helping to publicise the various performances that he
was organising. This interestingly shows links between music fanzines and some sort
of quasi music industry, even if it is very much a cottage industry operating on a do-it-
yourself non-profit basis. Nonetheless, like many other freesheets, React contained a
number of other elements — letters, demo tape reviews, and various bits of news from
the scene. The format adopted by McGuirk also influenced fanzine producers in other
parts of the country; in Issue 16 of the Cork fanzine Choc-A-Bloc (1993), the writer
notes that “Gutter is Limericks [sic] answer to React/Choc-A-Bloc and is free and

available at...”. For McGuirk, key to his preference for the freesheet format was that

%2 The video can be viewed at https://www.youtube.com/watch?v=TRaUmU465-g

(Accessed 2 April 2015).

% A non-profit collective based in Dublin city that promoted independent and all-ages gigs in various
venues around the city, and very much espoused DIY ethics in their operations. They were quite
influenced by Dischord Records and the ‘D.C. Scene’. Hope Promotions started in 1984, disbanded in
1994, and reconvened as the Hope Collective from 1996 to 1999 (Dillon, 2005:24).

% Fugazi have never formally broken up, instead claiming to be on indefinite hiatus since 2003.
Perhaps in an era when numerous bands from the 1980s and 90s have reformed, Fugazi’s refusal to
announce a cessation is an act of opposition to the PR game that surrounds popular music.
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its convenience allowed for a consistency that did not apply to regular fanzine

production:

It was an easy way to get something out... I think I got up to a few thousand copies at
one stage...It was a quick format for people to pick up, and it was kind of like a
tabloid in a way, as in it’s just a quick read, and you don’t necessarily hang onto it.
But it wasn’t written in a tabloid sense — it was four pages, bang it out once a
month...the idea of having React was to have a more regular thing for sure, and
because it was only four pages, it was easier to have it more regular (Interview,
Dublin, 23 March 2012).

Other fanzines would not generally be published as regimentally as a weekly or
monthly freesheet. Chapter Five expands more upon the audiences for these
publications, but it is important to note that the freesheet was for many of this study’s

participants a gateway point into both alternative publishing and a DI'Y community:

The thing about React was that it was clearly a man doing this out of the pure joy and
enthusiasm for music. It wasn’t a job obviously; it was a free thing. It wasn’t
professionally produced. I just thought the spirit of that was brilliant, and | had no
knowledge of what a fanzine was prior to that...It was tapping into a local culture that
I wouldn’t have known about if I hadn’t picked it up because Hot Press weren’t
writing about that stuff (Interview, Leagues O’Toole, Fudge Fanzine, Dublin, 6 March
2013).

That’s how I got into fanzines when I used to go to Dublin and buy records, buy
clothes as well, like imitation “Cons”’[Converse trainers] and combat pants and stuff
like that! I used to pick up free newsletters — React was one of them and Slanted and
Enchanted...they were originally how I got interested in DI'Y media (Interview,
Trevor Meehan, Unfit For Consumption, Limerick, 9 March 2013).

Figure 4.3 is from a four-page Dublin freesheet entitled Slanted and Enchanted, a
publication that ran over at least thirty-six issues between 1996 and 1998%. A
somewhat crude breakdown of those figures would imply that Slanted and Enchanted
was released on a monthly basis during that period of three years, indicating that it was
a far more systematic production than most fanzines in that period of time. The content
and layout is typical of the freesheet: black and white, a relative lack of imagery,
primarily text-based, and featured very short pieces of writing — in one page alone, gig
reviews and previews, competitions, reviews of other fanzines, and a mention of a

demo tape all feature. Even if it seemed succinct, the writer (Clodagh Murphy) still

® This research has encountered an Issue 36 of Slanted and Enchanted, but as the
cataloguing/preserving of fanzines in Ireland has been haphazard, there can be no certainty as to
exactly how many issues it extended to.
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allowed some space for personal writing under the title of “Yokky Stuff” where she

detailed the nose-picking habits of a fellow bus commuter.

Figure 4.3: Slanted and Enchanted (Issue 4, 1996)

4.3 “Let It Rain”®: The Economics of Alternative Publishing

Regardless of the motivations to produce a fanzine, some level of economic capital is
required to publish one. As evident from the front page of the freesheet Slanted and
Enchanted, a number of factors influence the production of fanzines and help establish
— using the term | have borrowed from Peter Hamilton — a “dominant representational

paradigm” (1997). Already in this chapter, I have started to examine the significance

% There were two comic strips entitled ‘Let It Rain’ that were published in the fanzine Nosebleed
(Issue 1, 1990; Issue 5, 1991).
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of technology in the production of fanzines, and its influence on the correlation
between both the music and the fan medium in DIY cultures to demonstrate how it
contributed to the making of the scene. Just as Hamilton argues that the paradigm
concept encapsulates the ways in which the French Humanist photographers clustered
together with a shared style and common themes, it may be transposed in order to
make sense of how Irish fanzine producers developed a shared set of cultural practices.
Hamilton outlines some of the key factors that contributed to the construction of this
paradigm, such as economics, technology, and aesthetics, and how this was consumed
within a specific temporal context. The same type of examination can be applied to
music fanzines, and this will provide a focus for a great deal of the content that follows
in this chapter. In this section, | will examine the economic considerations of
production. For the humanist photographers and the corresponding magazines that
published their works, the costs of production were kept as low as possible so that not
only could the savings reduce the cost to the reader but that it would also socially link
reader and author. Something similar happens in the production process of fanzines.

Fanzines such as Slanted and Enchanted did not require a huge investment from the
publisher, which ties in with the original wave of punk fanzines that Hebdige wrote
were “produced on a small scale as cheaply as possible” (1979:111). It is important to
reaffirm that any class-based construction of the concept of subculture is too stringent
to position this community of writers. Music fanzine writers come from different class
and social backgrounds, and while prudent expenditure on fanzine production may
suggest an overall fiscal paucity amongst fanzine writers, the truth is further from the
case. While some fanzine writers encountered during this research wrote while they
were unemployed, many others were either musicians, students, or in relatively secure
‘middle class’ employment; for example, two active writers still publishing fanzines
both work as civil servants. Although the writers of fanzines were not necessarily
working class, the affordability of the medium meant that it was open to participation
from individuals with the most modest means. This technological levelling facilitated
democratic engagement, whilst it also served as a tangible symbol of that

communitarian spirit.

Regardless of personal wealth or background, being economically savvy is central to

the production of fanzines. Many fanzines actually define themselves as not-for-profit;
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take the first issue of The End (Figure 4.4) released in 1994, where it clearly denotes
on the front cover that it is “non-profit” three different times. This determinedly gets
the message to readers that despite a 30p charge, the writer will not be making any
money other than retrieving his printing costs. This sense that a fanzine writer cannot
be seen to be earning money is commonplace amongst Irish fanzines. This message
conveys to consumers of fanzines such as The End that the author is supposed to be an
authentic fan; he is illustrating that he is contributing to the local music community
and is not primarily producing a fanzine for personal gain, although there is cultural
and social capital (Bourdieu, 1984) to be attained through associations with fanzine
production. The cover of The End also introduces style and thematic motifs that
reoccur in Irish fanzines; the mohawked image of the punks and the “Nazi Out”

inscription which my analysis found was commonplace in Irish fanzines in the 1990s.

NY
A

Figure 4.4 The End (Issue 1, 1994)

Regardless of whether it is a non-profit publication, a fanzine needs to have low
overheads in order to survive beyond the first issue. Fanzine writers tend to distinguish
themselves clearly from business people and professional journalists; instead, they are
firmly positioned as fans within the scene. Therefore, it is not surprising that more
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basic or homemade productions appeared. Trevor Meehan, publisher of Unfit For
Consumption, adds: “The handiest thing was to keep it as plain as possible for the
cover, just because basically [ wasn’t going to put too much money into it. I just

wanted to cover costs” (Interview, Limerick, 9 March 2013).

Freesheets were not the only fanzines that were available as free publications, with
many Irish music fanzines distributed freely through record shops and at
independently-promoted gigs. When there was a charge on a fanzine, there was often
an arrangement made by the publisher that they would swap with another fanzine
producer or with record labels, shops, or distributors of records or CDs, which again
shows this connection to this niche industry of independent music. Additionally, a type
of loose bartering network formed between readers and writers of fanzines. The
fanzine could be thought of as a loose currency within the community whereby it could
be exchanged for entry into a gig or a CD or perhaps some drinks. More often than not
however, it was used to acquire other fanzine titles. Fake (Issue 3, 1996) has the
fanzine priced at “Trade or 50p”; inside, in the opening ‘editorial’, the writer Richie
Egan makes reference to the cost of this edition to the reader: “You may have noticed
that you had to pay for this zine this time. Thats [sic] because I dont [sic] want to have
to financially cripple myself every time | put one out and also advertising is free.
Sorry.” It is interesting that Egan felt a need to apologise to his readers for asking for
50 pence for a well-assembled thirty-six page publication that featured a blue card
cover. The justification that he needed to recoup the costs of producing the fanzine
also hints at reluctance amongst fanzine producers to ask their audience to invest in the
title; one could argue that they felt that it created an awkward barrier that distanced
them from the scene’s communitarian ethos. In this respect, the fanzine writer seemed

to occupy a different space from that of the gig promoter or the musicians playing.

It can also be argued that fanzine writers are in a different position to that of other
audience members; however, their labour in producing the content could be
remunerated with the same level of cultural capital as those producing and performing
the music. Nonetheless, conventions of ‘gig-going’ indicate that it is acceptable for the
promoter to be on the door of the venue collecting the money, and it is considered
reasonable that the band may want to sell merchandise (CDs, records, t-shirts, etc.)

from the stage or a stall. However, if the fanzine writer does not get his/her fanzine to
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be part of a merchandise stall, they are trapped in something of a ‘No-Man’s Land’,
trying to sell fanzines to individual gig-goers. The unwillingness of some members of
the audience to buy a fanzine was quite apparent to Trevor Meehan:

I remember a gig I went to in Dublin...I basically went around and asked people did
they want to buy a fanzine, and it was a punk gig by quite a punk band, Oi Polloi®’ |
think, and someone actually turned to me and said “what’s a fanzine?” so that was a
bit of a f**king setback really, but | took it on the chin, and explained to him what a
fanzine was but he still didn’t buy it but I thought it’d be a lot easier to get one punt
[Irish pound] at the time; T thought it’d be a lot easier to get that off people but
sometimes it’s not... It is nice to just go and have a couple of drinks and enjoy the
band and not be looking around for people that might be interested in buying a fanzine
and approaching them (Interview, Limerick, 9 March 2013).

The below comic (Figure 4.5) clearly illustrates this quandary for the fanzine writer.
The comic was written and drawn in 1991 by well-known fanzine-publisher and artist
Boz Mugabe who wrote the long running and respected Nosebleed (1990-2002). While
portrayed here as a humorous cartoon, the struggles of actually selling a fanzine were
very real. However, Boz confesses that Nosebleed was a publication that did not have
any major issues in selling copies, and the strip was “more of a reflection of
stereotypes than retail scumbaggery!” (Interview, 13 June 2014). Nonetheless, for
many fanzine writers, the distribution and sale of their publications was the most
difficult aspect in the process, and this could be for a number of reasons. In some
cases, the writing or content was simply not good or original enough — a problem that
a respected publication like Nosebleed did not have - to entice music fans to part with
their money; secondly, many fanzine producers may have felt that seeking financial

remuneration for their work may have harmed their credibility within the scene.

®7 Oi Polloi are a longstanding (formed 1981) Scottish anarcho-punk/ “crust” (a subgenre of punk)
band.
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Figure 4.5: Nosebleed (Issue 5, 1991)

Richie’s editorial in Fake also pointed out that he provided advertising for free. Many

music fanzines have a trade advertising policy in place, similar to the bartering system

utilised to exchange fanzines — record labels, independent record stores, and bands all

advertise latest releases and pay for advertisements through CDs, Cassettes, and LPs.

Certainly fanzine writers do not want to see their publications to be deemed as

commodities in a Marxist sense. Trevor Meehan, who also adhered to the trade system,

admits he did not have any formal advertising policy in place:

I was just happy that someone wanted to send in a few ads and a few records. |
actually have it here: “advertisements will be included in exchange for merchandise”,
so that was the idea, it says it here in the first page. There was no real policy, but |
suppose in a way it was by labels that | know the music by that | was going to put in. |
don’t think there were any major labels as much, so it was labels like Household Name
[and] Blackfish Records...basically it was traded off against releases that he
[Blackfish] brought out (Interview, Limerick, 9 March 2013).

When money is exchanged for advertising it is relatively cheap compared to that of

professional magazines. One of the few remaining music fanzines in Ireland is Riot 77,
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a punk fanzine printed on glossy paper, which as a result of its high production quality
has high production costs. Riot 77 has a print-run of 500 copies, and based on data
collected, | would estimate that the average Irish fanzine distributed approximately 200
copies per issue. At a cost of €50 for a full-page advertisement, Riot 77 has probably as
high an advertising rate as one would encounter for an Irish fanzine. In comparison, a
full-page advertisement in Hot Press®® costs €4,500, while new additions to the Irish
fanzine landscape such as Hatred Of Music and We Play Here do not contain any
advertising. While Hot Press’ circulation has a far greater reach than Riot 77, there is
still a major discrepancy between the advertising rates between the two. This is
primarily due to the professional nature of one as a magazine and their ability to attract
advertising from sources away from the music ‘industry’. For Cian Hynes, the
publisher of Riot 77, it would be inconceivable that he would seek advertising from
large corporations, regardless of their relationships with the music:

I wouldn’t advertise a major label I don’t think. It’s never happened so I have to think
about it [laughs]...I wouldn’t put something in if I thought it looked out of place. All
the ads that are in are to suit the fanzine...I’ve seen some — [ don’t want to name any
names — some fanzines, Irish ones, recently, they’ve ads for student accounts from
TSB [bank], and they’re saying that funds the fanzine so we’ve had to put it in but I’ve
never had anything like that. It’s always been punk-related, or something to do with
what I’m talking about (Interview, Dublin, 23 March 2012).

This sign of integrity is a selling point of sorts for fanzines, and throughout this
research, it is evident that there is an ethos related to fanzines that is anti-commercial.
Fanzine producers are deemed to be principled by both musicians and audiences, and
while discussing different terrain (folk music), Redhead and Street usefully suggest
that such integrity in music communities affords practitioners a “right to speak for a
community or people” (1989: 178). As such, the integrity of individuals within the
community is a significant contributor to the construction of an authentic voice, and
this authenticity allows such a fanzine maker to become a form of tastemaker. Yet, in
examples such as the above, there are some contradictions: in issue 16 of Riot 77
(2013), there is a full-page advertisement for two concerts promoted by MCD
Productions. MCD are the largest concert promoters in Ireland, and their high ticket

prices, monopolising of international talent and alignment to corporate-sponsored

%8 As per Hot Press rate card accessed at
http://www.hotpress.com/store/files/adm/9/9873/9873270 HP%20Rate%20Card%202013%20A4.pdf
Retrieved 4 March 2014.
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music festivals, leaves them frequently at odds with independent music scenes. The
writer of Riot 77 could perhaps provide some justification that the gigs advertised were
for niche punk bands that would be of interest to his readership, and thus, he agreed to
include the advertisement in more of a participatory sense than a monetary one. Yet,
there is a feeling that inclusion of the MCD advertisement has perhaps diminished or
diluted the reputation of Hynes’s publication. A former fanzine writer, who asked to be
unnamed, commented that “that’s not punk at all to have that ad in”. In fact, the very
first issue of Riot 77 (2000) has a “thank you” list that explicitly says “no thanx what
so ever to MCD” at the end of it.

MCD, as a representation of the commercialisation of music, come in for criticism in a
number of different fanzines; for example, Jake’s Wrath (Issue 5, 2001) features a
profile piece with The Redneck Manifesto, an instrumental Dublin band, which
contains the following commentary: “Mervyn also added that they don’t have a thing
against big companies in general, they just don’t like MCD because they treat bands
like shit.” Later in the interview, the writer notes that she followed up with the band
two months later when they played the Witnness®® festival, which was promoted by
MCD, to which they responded:

We got together and had a debate over whether it would be the right thing to do. We
all know about MCD’s dodgy business practices and apparent lack of interest in music
unless it makes them money...We asked the advice of punks and non-punks we know
and we decided that there was this opportunity for us to use MCD to get the whole
DIY thing to a bunch of kids from the country who might not know about it.

As with those who write fanzines, credibility is a very important thing for bands
involved in the do-it-yourself scene — that is illustrated by The Redneck Manifesto
taking the time to defend their actions and place it within the position of promoting the
DIY community as opposed to developing their own band’s career. The large-scale
promoters are very much painted as the ‘enemy’ within the pages of punk and

alternative music fanzines.

As the music featured in fanzines becomes more palatable to the mainstream, there is a

subsequent opportunity for fanzine producers to generate more revenue. One or two

% A large-scale (approx. 50,000 attendees) festival held at Punchestown Racecourse between 2000
and 2003, before being replaced by the Oxegen Festival.
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lucrative advertisement placements probably could offset all the production costs of an
issue. Thomas McCarthy, an avid fanzine collector from Kilkenny who wrote a short

lived fanzine called Paranoia Critica in the mid-1990s, recalls how a growing interest
in alternative music led to major labels not just showing an interest in punk bands, but

also in punk fanzines:

There was Epitaph Records” and stuff like that trying to jump on the punk scene.
Anyone who did a punk fanzine in Ireland at one stage did get a letter from some guy
in Sony asking about putting ads in or asking about bands, hoping to find the next big
thing...I’d got some letter off this guy but I didn’t know what it was. I just laughed at
it. The advantage was that fanzines could say what they want, and you can say
outrageous things in them, and maybe that was the point of them, especially if you are
a teenager. There’s going to be no big advertisers that are going to pull out of your
little photocopied fanzine so you can say what you want (Interview, Dublin, 21 May
2013).

For McCarthy and most fanzine producers, accepting such a proposition from a large
record label represented a compromise in terms of their values and also in terms of
how their content was written and presented. It solidifies a well-worn discourse in
popular culture that punk rock, and by extension punk rock fanzines, need to be
oppositional. However, as Burt notes (1998), for musicians and publishers alike, the
focus is not always on being ‘oppositional, it is more so on being ‘alternative’. One of
the vital components of being ‘alternative’, according to Burt, is to be ‘independent’.
With this in mind, the majority of fanzine publishers in Ireland have tended to have a

clear ideological approach to how they deal with systems of finance.

' GONNA DIE etc fill in

1.Smashing Pumpkins-Siamese Dream
2.Spiral Tribe-Tecno Terra
3.Morbid Angel-Covenant

4 .Mission-No Snow,No Show
5.Breeders-Cannonball E.p
6.Power of Dreams-Positivity
m.lAcstP.T RECORDS

ST.
LIMERICK
Tel: 412570

Figure 4.6: Gutter (Issue 1 - 1993) carries advertising for a local independent record store and

an independent club in Limerick, Ireland.

" Epitaph is a highly successful independent record label set up in California in 1980. In the 1990s in
particular, they were linked with a number of large punk and pop-punk bands.
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4.4 Production Tools and Techniques

Every code of music is rooted in the ideologies and technologies of its age, and at the
same time produces them (Attali, 1985:19).

Economic factors also play a role in what tools are available to the fanzine producer,
and the technology at hand has a major bearing on the actual production quality of
fanzines. Simultaneously, producers have attempted to use technology to subvert the
media they are publishing. Ironically employing out-of-date formats, or by deliberately
making a fanzine appear as homemade as possible, has allowed these publishers to
overtly or stylistically rebel against the constraints or trends of the mainstream music
press. Technology has always had an impact on the production and dissemination of
popular music; for instance, Peterson (1990) looks at how the emergence of the 45
single was vital in the spread of rock music’*. Similarly, there is a link between the
increasing access to photocopiers and typewriters in the late 1970s and 1980s that
allowed for fanzines to be produced cheaply. Many of those who wrote fanzines in
Ireland readily admit that it was the technology that their parents often had access to —
whether at home, or at the workplace — that impacted on what kind of a fanzine they

could produce:

The first fanzine | did was called Non-Plastique. | started it with my friend Jenny, and
we just wrote about films we’d watched, and I think we wrote about the band I was
playing in. It was done on her Dad’s typewriter, and then I think on a photocopier at
her Dad’s work (Interview, Willie Stewart, Leitrim, 27 June 2012).

Yet, despite the fact that some fanzine publishers had parental support, the demands of
dealing with what would now be deemed antiquated technology made it difficult for a

budding fanzine writer to compile an edition, as Niall McGuirk explains:

It’s very hard to bring a fanzine out because you might have the enthusiasm and you
write everything down and that’s good...then you have to type it and lay it out.
Nowadays, it’s maybe a bit easier if you have the skills in publishing whereas before
you were getting your typewriter and your Letraset’®...even writing it, handwriting
it....and then you have to go and get it printed, and you have the find the money to get

" Peterson contends that the arrival of the *45 single allowed for a relatively affordable format for
musician and consumer that played a major role in the dawn of rock ‘n’roll in the mid-1950s.

2 While Letraset is actually a company, it is commonly used as a synonym for letter transferring
sheets.
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it printed and there certainly wasn’t as much, or there didn’t seem to be as much spare
cash (Interview, Dublin, 23 March 2012).

He [McGuirk] would type the reviews on a typewriter, then he would cut out the typed
paper and lay it out on a larger sheet of paper with pritt-stick and use Letraset for the
headlines. Then he would fold these things in a certain way, like a miniature magazine
and bring them into Read’s photocopiers in Dublin and then print them off, and then
cut them, so it was quite an arduous process to make these things but that’s how
people made fanzines (Interview, Leagues O’Toole, Dublin, 6 March 2013).

Figure 4.7 shows a page from the Mullingar-based fanzine Sprawl — all of the text that
appeared in the twenty-four pages of this fanzine was handwritten. Published in 1991,
it contains cut and pasted images and various music reviews fitted to the page
vertically and horizontally so as to ensure as much content as possible fits on just one

page.

Figure 4.7: Sprawl (Issue 3, 1991)

Richie Egan of Fake, worked on producing his fanzines in the mid-1990s, and like

Sprawl, he used a variety of tools to compile each issue:

There was no internet at the time and I didn’t have a computer so I made the whole
thing on a typewriter, with a scissors and a photocopier. I’d go into Thomas Read’s
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[Read’s Print Shop] with a picture in a book, like Tod Browning" films, photocopying
them, cutting them out, gluing them. | remember there was a minimize function on the
photocopier...It was a really hands-on process (Interview, Dublin, 21 May 2013).

However, as the 1990s progressed, more and more fanzine writers started to work with

home computers and various software packages:

I remember someone got hold of a Word Processor, which was a step up from a
typewriter and being quite excited about that, about the functionality and the easiness
of doing it with a Word Processor...it was quite exciting and technical. And then,
people having home computers or access to computers in colleges or in their
workplaces (Interview, Leagues O’Toole, 6 March 2013).

Working with what was available to you was the modus operandi for fanzine
publishers (just as it was to the French humanist photographers in Hamilton’s (1997)
study) but there was also a distinct communal ethos of cooperation, even when the
fanzine was a one-person operation. In the editorial of the second issue of Indeed U R
(1996) the writer thanks a friend who has contributed her time, skills, and available

technology to ensure that a typed version of the fanzine was published:

Major thanks to Clodagh without whom you’d be squinting at this page trying
desperately to decipher what the hell I’ve typed, because she has kindly agrees [sic] to
be my personal typist. Not a pretty job you understand because it’s grossly underpaid
et my handwriting can be pretty horrific most of the time.

This is further echoed in issue 11 of Smegma (1999), when the writer Angus thanks
“Susan in the Socialist Party Centre for scanning the photos and Johanne for access to
her word processor.” Trevor Mechan’s Unfit For Consumption first edition appeared
around the turn of the 21% Century, but he still felt it was important to keep the design,

look, and feel of the fanzine basic:

Black on white was going to be the easiest one when it was going to be photocopied
because basically you didn’t know what quality photocopying was going to happen for
the first issue, so if you had light reds or anything like that in there, they’re not going
to come out unless the guy is a really good photocopier...It was basically with that in
mind, that’s why I kept it black-and-white you know. And probably because it does
look a bit more DIY and punk as well (Interview, Limerick, 9 March 2013).

"8 Director of cult films such as Freaks (1932) and Dracula (1931).
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Meehan demonstrates here that technological and economic factors influenced how his
particular fanzine looked. He may have been in full-time employment when he
published his first issue, but that did not mean that he could be flagrant with his
disposable income. Fanzine publishing, and in particular the first issue of a new title,
gives no guarantee of a recoupment of expenditure. Meehan did not have the
technology to hand himself to ensure that he could publish it in colour, and suggests he
did not want to be in a position to reprint (and pay for it again) if the copying shop did
not have the necessary expertise or equipment to get the job completed satisfactorily.
This is a common occurrence for many fanzine publishers who do not have a direct
line to copying, and therefore have to place trust in a stranger with no links to DI'Y
culture to print their publications. This provides a logical reasoning for keeping the
design and layout as straightforward as possible. Moreover, as Meehan suggests, an
added advantage of this approach was that it made the publication appear more
credible to the punk community. He had adhered to DIY principles (even if he did not
actually do the printing himself) by producing what looks like a homemade fanzine.

A Subversive Production?

It would be remiss to suggest that the availability of certain technologies (such as the
copiers available to Meehan) was the only factor in determining the texture of
fanzines. Many fanzines have been produced since desktop publishing became more
widespread and the costs of decent quality copying have reduced, but some fanzine
publishers purposely eschew high quality publications, in a similar way to other
members of DIY scenes. As Chapter Seven will suggest, many DIY practitioners still
favour analog over digital technologies — in fact, 69% of my ATP Survey (see Chapter
Three) respondents noted that their preferred format for listening to music was vinyl
records. Physical music releases tend to have more of a fetishistic quality for the music
fan, and this behaviour is replicated in the hoarding of old fanzines (see Chapter Five).
Irish DIY labels tend to put more emphasis on physically releasing music than on the
corresponding digital releases, even though digital releases cost less. Of course, this
ignores the fact that such releases are frequently produced in studio or home
environments that use digital technologies. Nonetheless, the physical artefact (whether
that be a record or a fanzine) is deemed to be a more authentic artefact within the

community as it appears to be home-produced. Crucially, these works also provide a
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stimulus for interaction in the live environment, where there can be discussions over

the artwork of a new record that’s for sale or an interview in a fanzine.

Some writers wear it as a badge of honour to produce their fanzine to look as
homemade as possible, and thus, a more ‘real’ fanzine to the scene they were targeting.
In the early years of the 21¥ Century, many fanzine writers were still utilising out-
dated techniques: take issue 3 of Lucidity (2003) where the writer proclaims “my
whole flat is covered in pieces of paper stuck to everything with glue...and believe you
me [ still believe doing it all cut n’ paste is far more fun than doing a computer
layout”. Figure 4.8 from No Ego (Issue 2, 2003) is typical of the bad quality and grainy
photocopy style that featu