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ABSTRACT

THE (R)EVOLUTION OF LUSOPHONEMUSICS IN THECITY OF LISBON

Bart Paul VANSPAUWEN

KEYWORDS: lusofonia, migration, cultural politics, urban ethnomusiapfpidentity

formation, postcolonialism, cross-cultural processesmopolitanism, globalization.

This dissertation explores the conceptlogofonia. Departing from a discursive
analysis of the concept, | will address the waysugh which it figures in the cultural
policies of the Municipality of Lisbon and of gowenental institutions, and how it
informs their actions. | will also explore the ra} voluntary associations such as
Sons da Lusofonia that evokesofonia as part of their goals. | will then analyze how
the concept ofusofonia and the action of governmental institutions antuntary
associations inform the creative work and iderdité selected Portuguese-speaking
migrant musicians from the PALOP (African Portugsspeaking countries), Brazil

and East Timor.

Esta dissertacé@o aborda o conceitbusefonia. Partindo de uma anélise discursiva do
conceito, abordarei os modos através dos quaiscesteeito figura nas politicas
culturais da Camara Municipal de Lisboa e dastiigfies governamentais, e como é
gue informa as suas acgoes. A dissertacdo exgosdmente o papel de associacdes
voluntarias como Sons da Lusofonia ancorados naeitan de lusofonia. Este
trabalho analisa os modos através dos quais o itord®lusofonia e a accdo das
instituicbes governamentais e associa¢oes volast@énformam o trabalho criativo e
as identidades de alguns musicos migrantes dos PABPQises Africanos de Lingua
Portuguesa), Brasil e Timor Leste.
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PREFACE

This dissertation resulted from one year of fieddaarch among migrant musicians,
cultural politicians and promoters in Lisbon. It asganized in seven chapters. In
chapter 1, | will present my study object and goass well as my theoretical
framework. | will then delineate my methodologicsirategy, the ethnography of
performance, positioning myself as a researcheaviss my research terrain. | will
then proceed with a discursive analysis of the ephoflusofoniaand explore issues
of multiculturality and cosmopolitanism. | will @goint specifically to governmental
and municipal initiatives in Lisbon in 2008-201Ch#&pter 2). | will then offer a
reading of the documentarjusofonia, a (r)evolucdo (chapter 3), analyze the
voluntary association Sons da Lusofonia (chaptehdf) evokedusofoniaas part of
its goals, and explore the trajectory of seven amgmusicians from Portuguese-
speaking countries in Lisbon (chapter 5). Fina#lgplying my findings to the case
studies, | will formulate tentative conclusionsdpker 6).

| have linked the idea @évolution for the concept diisofoniain music to that oévolution of
lusophone musics. This idea has constituted tleeatitd theme of this thesis since its early incepitn
the Summer of 2008, when | first came across thleicentary’s website.



1. Introduction

1.1. Study object and goals

This dissertation addresses the concepusdfoniaas it pertains to cultural policy
and action as well as music making by migrant masgfrom lusophone countries in
Lisbon. Departing from a discursive analysis of toacept, | will address the ways
through which it figures in the cultural policiettbe Municipality of Lisbon and of
governmental institutions, and how it informs thastions. | also will attempt to
understand the role of voluntary associations thaike lusofoniain their goals.
Finally, | seek to comprehend how selected mignamisicians in Lisbon who
originally came from Portuguese-speaking countpesceive the impact of the
concept oflusofoniaand of governmental institutions and voluntaryoaggions on
their creative work, and in the emergence of aectile identity, both on the local

and transnational levels.

More specifically, | will address the meaning ot thoncept oflusofoniafor the
cultural players involved. Is it an ‘umbrella terma ‘passe partout’ with little
importance, or -on the contrary- is there indeeshared notion of ‘belonging’ that
can generate positive societal effects if furthemglated? Does the concept of
lusofonia invite opposition at the discursive level, or abut instead stimulate
change? Does the performance practice of migrangiaiams from Portuguese-
speaking countries in Lisbon point at the necessityedefining the lusophone space,
or does it contribute to constructing that space?

| hope that the results of my research can lead tmetter understanding of how
concepts and the expressive culture they labelcomtribute to the integration of
migrants in a multicultural settirfgl propose that the conciliatory role that music

2 A growing number of organizations aim at buildbmidges between local and diasporic communities
and diasporas through the arts (examples includERMO’s Global Alliance for Cultural Diversity

and its World Report on Cultural Diversity; Worldilire Open; Womex and Womad).

More information can be found online at the follogriaddresses:
http://www.unesco.org/new/index.php?id=18671&L=@ dnttp://portal.unesco.org/culture/en/ev.php-
URL_ID=35396&URL_DO=DO_TOPIC&URL_SECTION=201.html ;
http://www.worldcultureopen.org/organization/miggjmals.php ;

http://www.womex.com ;

http://womad.org



could play in postcolonial settings provides an rnepke that can counter the
pessimistic postcolonial debate that has affecteth the media and academics
(Mbembe 2001, Jules-Rosette 2002, Stroeken 200&mNjph 2005, O’Connell and
Castelo-Branco 2010).

1.2. Theoretical framework

My theoretical framework draws on the findings ahreemusicologists and other
social scientists that in a global context of dasapand transnationalism, groups can
be associated in terms of cultural systems thatirdegrelated linguistically rather
than geographically (Slobin 1993, Appadurai 199ik&s 1997, Erlman 1999). It
articulates the ways through which power relationform cultural production
(Garafolo 1993, Averill 1997, Hall 1997a/b, Anthi2801). It also takes into account
how concepts inform social practices, cultural perfance and identities and how the
discursive construction of musical and cultural dom is used to exercise power
(Guilbault 1997a/b, Gelbart 2007, Sparling 2008e&+tScott 2008).

The understanding of the process of cultural angicalicategorization is essential
to the interpretation of the concept losofoniaand its uses. Categorization, as a
social process, informs musical experience. Samagtgories are “labels applied to
expressive culture that are socially constructedutph discourse” (Sparling 2008:
409). As such, they are never static; “rather, thwe around as people constantly
define, redefine, and manipulate them in particatartexts for specific ends” (Guest-
Scott 2008: 454). As Guilbault (1997a: sp) putsvi, thus “must look at music labels
not only in relation to the musical practices tlagtempt to describe and prescribe, but
also in relation to the other statements that amdarthrough them.” Labels are used
“as a device to produce statements, not only abwsical values and practices, but
also about social and political orientation, ethidientity, economic situation, music
industry, historical conjunctures as well as histdr connections” (lbid.). It is
through discourse that particular features emesgagnificant.



Categories (concepts, labels, genres) are construsltationally, in relation to other
categories (concepts, labels, genres), primarilpudih invocations ofdifference
(Sparling 2008: 412-3). Gelbart (2007: 13) in thespect mentions the dialectic
dependencef categories: “the ‘art music’ concept dependstioa folk’ concept even
as it pushed that foundation down to a lower lalistursively” [my italics]. This
dynamic interdependency implies a theoretical estation to gprocessualiew of
categories: an analysis in terms of their intectakty, of the communicative
processes used to create them and negotiate bettean of the people involved in
these processes, and of the general contexts tfiglinteraction (Guest-Scott 2008:
427). Together with this, th&tudy of performance and contéxtve become essential
to the understanding of categorization. Given tbatles, rules and patterns are
socially constructed and recognized, they can ohasga result of any ideological
shift. “The text may remain the same but its classificatimy change (Sparling
2008: 407). Or, as Guilbault (1997b: 32) puts ftpfh the moment phenomena or
people are categorized, the very categories tleatsed to refer to them become the

signal of a new presence.”

Categories can control or conciliate: thég not only describe but also prescribe
practices. The stakes are highest with the termas d@he often hardest to define,
because [...] “categories are inherently socio-pm@itinstruments” (Gelbart 2007: 4-
5). As such, they can claim “certain rights, res$pand recognition in regard to such
sensitive and crucial issues as identity, autonang, power” (Guilbault 1997a: sp).
Categories are ultimately sanctioned and convealied socially: “[if they] are
socially constructed, it is for a reason: [they]rvsee because they work for
someone[,] or for some groups. [If thegflectsocial status, they may also be used to
claim social status” (Sparling 2008: 417-8). Howevertegaries are also highly
contingent, fluid, and manipulable; they are opencontestation and realignment
because they carry significant social meaningtiergeople who define and use them
(Guest-Scott 2008: 429). As Guilbault (1997a: smpuas, the controversies over
categories articulate representational issues,ombg in relation to questions of
identity, but also ofmonopoly Given that categories tend to favor certain festu
“while masking other similarities and differencdgtt might be more apparent had

another means of classification been chosen instdause of certain categories and



not of others in official discourse makes it quaséible who and what gets to be
represented (Sparling 2008: 405).

Taking into account the arguments delineated ablowd| analyze how the political
concept oflusofoniainfluences the action of institutions, associagiand individuals
working with music in Lisbon. Guilbault’'s examplétbe use of the term calypso as a
‘passe partout’ term is particularly telling if djgal to the various musical styles and
genres that can possibly be subsumed under the‘igsophone musics”. She relates
how, from a political point of view, to continue tase [new] music labels
interchangeably with calypso has been seen in tefresntrol and power struggles,
“as a means to undermine the significance -andxgnsion, the legitimacy- of the
practices referred to by these labels” (1997a: 8p)much the same way, | will
guestion the powerful effect of the tedosofoniaon cultural expressions (such as

fado, morna, semba, samba, marrabenta, a.o.).

1.3. Research methodology and techniques

In my research, | combine three methodologicaltefjias: discourse analysis, the
construction of life histories and the ethnographperformance. On a general level,
| use analysis of discourse by institutions, politicians, associations, joursts,
cultural entrepreneurs and musicians in order ia ga understanding of how the
concept oflusofoniais used and how it is articulated with other cqtsesuch as

multiculturalism.

| attempt to understand social dynamics and cdlttransformations, usindghe
ethnography of music performance as a methodologit#ool (Conquergood 1991,
Titon 1996, Whitten 1998, Guss 2000, Vanspauwerb@D0Music can provide a
means by which the prestructured social space eanabsformed (Stokes 1997: 4).
Cultural performance is a profoundly discursivenioof behavior, used by actors to
understand, criticize and even change the worldshith they live (Guss 2000: 7-
12).



In analyzing performance, | follow the semiotic eggch of Grossberg (1992), that
distinguishes 3 levelsCultural practicesrepresent a group of meanings that are
functionally used by a group within a certain comterhey show how this group
challenges its identity against the conceptual aanvnposed upon it by others,
creating signifying relations that were not necebslnked up before drticulation).
Affectimplies aspects of ‘belonging’: people tend toegpriority to the practices they
have most invested in. Cultural entrepreneurs ae@-makers have an important
guiding role in this ‘affective empowerment’. | Wepply the concept of ‘affective

empowerment’ on various levels in my discursivelygsisa of lusofonia

| will use the perspectives of ‘situated differenaad ‘translocational positionality’
as navigating tools in my analysis. Regarding aitd difference’, Appadurai (1997:
12) points out that stressing the dimensionalitgwfure rather than its substantiality
permits our thinking of culture less as a propeiftyndividuals and groups and more
as a heuristic device that we can use to talk allfiérence. ‘Translocational
positionality’ (Anthias 2001: 619-22) refers to &bity within a transnational context.
The term is useful in investigating processes artdames of collective identification
and belonging, as well as an understanding of ttwader social relations that

constitute and are constituted in this processHirst2002).

‘Translocational positionality’ is best visible aities, linking the term inextricably to
cosmopolitanism: “it seems impossible to study twsmopolitan cultural forms
fruitfully without analyzing the transnational cutél flows within which they thrive,
compete, and feed off one another” (Appadurai 198j: National boundaries are
becoming increasingly irrelevant and the city beesrthe “primary vessel of cultural
identity” (Galinsky 2002: xv). Performances arerngeproduced and consumed in
multiple international contexts rather than onetwally-specific location (Pacini-
Hernandez 1993: 48).

Because the terms of the negotiation between iredglives and deterritorialized
worlds are complex, localizing strategies of triadial ethnography alone are not
sufficient (Appadurai 1997: 52). Chambers (1994:) 2Berefore attributes
postcolonial agency to metropolitan migrants. Thegtaphies of these ordinary

people are important tools in constructing an urledimography. Through anti-



essentialist personal interviewing, larger socititral vectors and discourses can be
mapped out. Theskfe stories can help to conceptualize cultural politics throug
music (Born 2000: 3).

In determining which Portuguese-speaking migransioians to interview, Cidra’s
(2010: 773-4, 783) discussion of migration fluxewards Portugal since the end of
the 1960s (and respective national independenfies) PALOP, Brazil and East
Timor has constituted an initial point of departtifehese different fluxes included
professional musicians or migrants with informahgections to music. It was with
this perspective in mind that | started looking foterviewees. The actual contact
with lusophone migrant musicians in Lisbon cameuabaturally, starting from the
expertise of my fellow researchers at INET?mand from recommendations tife
interviewees themselves| also became aware of several individuals whe ar
responsible for voluntary associations working witsophone migrants musicians,
through my participation in an editorial team aEMmd® working on a special issue
on ‘Music and Migration’ in ACID{'s journalMigracée$ (July 2009-February 2010,

under the supervision of prof. dr. Maria S&o Jas€drte-Real).

3 Additionally, in early October 2009, just beforg field research in Lisbon, | also carried out 2
weeks of related research in Maputo (Mozambiquedrder to get a broader view for the current
project.

* | have interviewed the following musicians fromrguese-speaking countries [see AP1]: Zézé
Barbosa, Celina Pereira, Tito Paris (Cape Verda)p®ires, Kimi Djabaté (Guinea-Bissau); Luanda
Cozetti, Jefferson Negreiros, Mucio Sa (Brazil)n€oas, Sergio Fonseca (Sdo Tomé and Principe);
Aldo Mila, Ricardo Gouveia, Chalo (Angola); Julidv&, Antdnio da Costa Neto (Mozambique); José
do Amaral (East Timor); Arvi Barbosa, Marua de Laes Elvino de Sousa, Virginia Bras Gomes
(Goa).

® Initial contacts were Aldo Mil; Jefferson Negrair Anténio de Costa Neto and Carlos Martins; Tito
Paris and Celina Pereira; Luanda Cozetti and Chalo,Barbosa, Marina de Lourdes Elvino de
Sousa, and Virginia Bras Gomes. Personal contastght me into contact with other musicians:
Tonecas and Sergio Fonseca, Ricardo Gouveia, Zé##&a, Mucio Sa. | encountered Julio Silva
during my research in Maputo and Anténio PiresubioAssociacdo SOLIM. | would further get to
know Kimi Djabaté and Paula Nascimento, José dorahand Guto Pires.

® http://www.fcsh.unl.pt/inet
" http://www.acidi.gov.pt

8ACIDI (in press)Musica e MigracdoSpecial issue of journMigracées Scientific coordination by
Maria de Sao José Corte-Real and Salwa El-Shawstel@&Branco (INET-MD, FCSH/UNL).



| have used theesearch techniques of ethnographic interviews angarticipant-
observation designing an guide for the construction of thegbaphies of the
interviewed musicians (see AP2). My interview guideluded questions about the
context of (lusophone) musics in Lisbon as weluasfonia language and music.

A specific focus for the final selection of inteews arose during the ethnographic
interviews. First, considering the contrast betwgentransnational dimension of the
concept oflusofoniaas signaled above, on the one hand, and the stlengfication
with the former home country by migrant musiciamenf Portuguese-speaking
countries in Lisbon, on the other, | felt that paality constituted a legitimate
selection criterion. Second, given the remarkalheilarity of discourse of some
musicians -all singer-songwriters that have largglgrformed outside of the
commercial circuit- | ended up grouping these tbgetThird, much in contrast with
the interviewees of the documentdrysofonia, a (r)evolucaacall interviewees are
first generation musicians, allowing for an applte@mhsnational perspective. Finally,
due to the limited dimension of this thesis, | mitewed the following seven
musicians, each originating from a different Poukege-speaking country and
reflecting diverse trajectories: Aldo Mila (Angolajsuto Pires (Guinea-Bissau),
Jefferson Negreiros (Brazil), Tonecas (Sdo Tomé Rirdcipe), José Amaral (East
Timor), Zézé Barbosa (Cape Verde) and Costa Netozéivhbique). What these
Lisbon-based migrant singer-songwriters from Parasg-speaking countries have in
common is that they call their music ‘traditionad’ opposition to ‘commercial’. They
also formulate explicit critique and suggestiongarding municipal or (trans-)
nationalcultural politics, based on their migratory expece.

| have also observed performances by migrant marscfrom Portuguese-speaking
countries in Lisbon, both during and after the @@rof ethnographic interviewing.
Three types (and levels) can be distinguished:

° Music analysis does not currently feature as gfamy study object. | will limit myself to discowes
analysis.



- collective performances announced through the mésiliah as festivals or
paid performances): Lisboa Mistd?a2008 and 2009 (28-29/11/2008 in
Cinema Sao Jorge, and 28-29/11/2009 in Teatro Sép, lrespectively),
Celina Pereira’s project ‘Entre Mornas e Fados'/§iZ10 in Teatro S&o
Luiz), Dona Cand (29/5/2010 in Teatro Malapostajv@ds) and festival
Delta Tejo 2010 (2-3-4/7/2010 in Alto da Ajuda).

- individual performances in restaurants and Bar8ldo Mila in Irish Pub
O’Gilins, Jefferson Negreiros with Dona Cand in @nthzz and with Banda
Toque de Classe in Cuba Libre, José Amaral in Aaséo Solidariedade
Imigrante (SOLIM), Tonecas in restaurant Sabor aasly Zézé Barbosa in
Associagdo Caboverdiana Casa Mae, Costa Neto atCFR#lombo café,
Roberta Mossi in Chapitd, Ricardo Gouveia in Oriz&@uali Moreira in
Enclave and Instituto Franco-Portugués..

- performances resulting from the initiative of vdiary associations or official
institutions, mostly in public spaces: SOLIM’s feal ImigrArte'® (1-2-
3/5/2009 at praga Martim Moniz); Museus para a Huemia Social: um
contributo para a multiculturalidatfg19/5/2010, Largo Trindade Coelho).

Attending the performances listed above has shapethinking on the application of

the conceptusofoniafor migrant musicians from Portuguese-speakinghtr@@s on

different levels within the space of Lisbon.

1.4. The ethnographer in the field

The idea for this project came to mind while atiegd Associacdo Sons da
Lusofonia’s festival Lisboa Mistura 20t8in Lisbon’s Cinema S&o Jorge. Next to

19 please see chapter 4.
2 bid.
12 |bid.
3 please see chapter 3.

% please see chapter 4.



bringing together both musicians from Portuguessakmg countries and others on
stage under the header ‘intercultural festival'n§&ala Lusofonia also presented a
series of 13 video-documentarizand a book, both under the titleisboa Mistura.l
guestioned the conceptual ambiguity betwkmsofoniaand multi- or interculturality.
The idea of investigating the possibilities for maigt musicians from Portuguese-

speaking countries in the city of Lisbon aroseeatiaturally.

| was also inspired to work on this theme by othmtiatives in Lisbon such as
Festival ImigrArte of the association Solidariedateigrante (SOLIMJ’ (1-2-
3/5/2010, since 2007); Semana Cultural da CPI(B0/4-9/5/2010, since 2008) and
the 14" Anniversary of CPLF (25/7/2010); EGEAC's Africa Festiv&l (2005-7);
RBMA's website for the documentatysofonia, a (r)evoluc&d (2006); and by my
participation in a special issue on ‘Music and Migyn’ in ACIDI's jornal

Migracdes

My personal background, my experience as a musananmy academic training also
stimulated my interest in issues of music, migraand multiculturalism. | grew up in
a small charcoal mining city in the east of Belgju0 kilometers from Brussels, a
region know for a high rate of immigration from th850s onwards; first Italian,
Spanish and Polish, then Turkish and Moroccan. righghborhood where | grew up
was multicultural only through conviviality. Offiai promotion of socio-cultural
diversity and musical performance was little, whield to integrational conflicts in
other areas of my town and region. Politically, gein and its capital Brussels were
also increasingly divided between French and Dwjgbakers, the latter being my

'3 http://lwww.subfilmes.pt (separate link to LisboasMra TV, excerpt available online)
16 Associagdo Sons da Lusofonia (ed.) (2008)

" please see chapter 4.

18 please see paragraph 2.3.

9 Ibid.

2 http://www.egeac.pt/DesktopDefault.aspx

% please see chapter 3.
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mother tongu®, turning language into a political issue. Influeddy my godfather
Paul, founder of a youth orchestra that | woulédgoin, | learned to play saxophone
at the age of 9, followed by bass and rhythm guatathe age of 16, and alfaia and
berimbau at the age of 25 (in Brazil).

At school, | developed an early interest in langgagerformance and history in high
school, and literary and cultural systems at usigr writing a thesis about
‘discourse and norm in functionalist theories’ andinal paper on ‘identity and the
new media’. A complementary, post-graduate acaddraining in cultural studies
and postcolonial anthropology led me to explore igmie of music as a tool of
expression in Recife and Belo Horizonte (Brazilprdugh 3 educational exchanges
between 2002 and 2005, | lived one year in Braad &alf a year in the States,
meanwhile exploring multicultural city festivals Brussels. Afterwards, | was invited
as guest editor for an online journal issue on tiy@ic of musical negotiation
(Vanspauwen 2005a). In 2006, | took extra Mastass#s on Conflict and
Sustainable Peace, writing on the role of cultareanciliation, and in 2008, | partook
in the general information cycle of the Belgian fieical Cooperatioff in Brussels; a

government training course for ‘empowering develepth

In Lisbon, field research was carried out betweetoer 2009 and February 2010.
Once | started interviewing, it regularly happetieat one musician cross-referenced
me to another, introducing me to them as a frignain Belgium, researcher in
Lisbon, musician, and journalist. Speaking witloeefgn accent somewhere between
Brazilian and Portuguese; already having been mtamb with ‘urban music scenes’
both in Lisbon, Brussels, Recife and Maputo; beanmusician myself, taking into
account my interview skills as a former journahstll this created reciprocity and
friendship with the musicians that were interviewédlid not feel that | was an
outsider but became befriended by many of my im&rees. | was sung to during
interviews, invited to various shows, picked upday or met at a train station where

we immediately started talking, subsequently géerefl a drink in the living room,

22 More specifically, my mother tongue is Flemish,ethhas a distinct accent from standard Dutch,
and contains various dialects. The culture of FHasds also markedly different of that of the
Netherlands. This background has influenced mykthgnonlusofonia

2 http://www.btcctb.org

11



was introduced to family members. Interviews ratated for less than an hour, and
before and after the interview, | was given infotima that was only meant for
insiders. | also got invited to perform with the smaians, got offered and/or bought
CDs, and was asked to keep in touch and inform tatheu progress of my work.

Above all, these migrant musicians from Portugugssaking countries confided in

me?2*

4| link this positioning to the ‘ethnomusicologists advocates’-idea (O’Connell and Castelo-Branco
2010: 243) as well as to the idea of ‘intercultutwhamics of multicultural working’ (Guilherme
Glaser and Méndez-Garcia 2010).

12



2. The concept otusofonia

O Mar foi ontem o que a idioma pode ser hoje, basteer alguns adamastores (Mia Couto)
25

The aim of this chapter is to define the conceptusbfonig trace its origins and
pinpoint some of its applications. | will also egm@ how the term might have

informed contemporary expressive culture.

2.1. Definitions

Lusofoniacan be defined as a linguistic, political, econgnaind cultural space. In
this dissertation, | use the conceptlasofoniaas proposed by Arenas (2005: np),
namely as a contested signifier in which “nostalgen-colonial discourses in the
political arena or in the media compete with uncamgsingly anti-colonial views or
pragmatic postcolonial positions”. In the reseakrdtave conducted, the concept of
lusofoniawas used by journalists, cultural politicians, andsicians to refer to what
they perceive as cultural identities associateth Wibrtuguese-speaking countries, or
regions, (Angola, Brazil, Cape Verde, Galicia, Godauinea-Bissau, Macau,
Mozambique, Portugal, Sdo Tomé and Principe, Emsbr) as well as in various
Portuguese-speaking diasporas across the worlavd blso observed the use of the
term as a political concept by governmental and ionp@ institutions, scholars,
voluntary associations, cultural entrepreneurs, ioss and journalists in the
postcolonial Portuguese-speaking world (Santos 2882nas 2005, Cristovao 2005,
Cidra 2010).

The concept oflusofonia combines two linguistic elements that form the avor
luso/fonia/. ‘Luso’ derives from ‘Lusitano’, the habitant of ‘Lusitania’, the
designation of the Western part of the Iberian Rara during the Middle Ages;
‘fonia’ denotes a population that speaks a spelafiguage. The use of the concept of

% http://opatifundio.com/site
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lusofonia however implies a broader, more diversified megnithen the
corresponding linguistic concept (Dicionario Terodtida Lusofonia 2006: 652;
Ciancio 2009: 3f° The Portuguese language is thus the foundatideatent on
which the concept olusofoniarests. In this sens&jsofoniacan be compared with
francophonie The Organisation Internationale de La Francoph@i®F), created in
1970, incorporates 70 member states and governmevitch account for a

population of over 870 million people, including®@illion French speakefS.

Recent figures indicate the growing importance oftiyuese as a world language.
According to these estimates, 335 million people will speaktiRjuese in 2056
Spoken on 5 continents, it is the official languaafe8 countries: Angola (12.7
million), Brazil (198.7 million), Cape Verde (4290), Guinea-Bissau (1.5 million),
Mozambique (21.2 million), Portugal (10.7 millionsdo Tome and Principe
(212,000) and East Timor (1.1 milliod)here also is a migrant population of over 5
million people that speak Portuguese elsewherbanatorld. This diaspora is mainly
located in France, Luxembourg, Switzerland, Engldhe United States, Canada and
Venezuela, the Brazilian diaspdtaccounting for 3 milliori® Additionally, small
historically Portuguese-speaking communities carfdoed in Macau, Goa (India)
and Malacca (Malaysia). As a mother tongue, Porsguakes the™place in the
world; as a second language it stan8lbid.).

Next to a linguistic delimitationljusofoniais also a political, economic and cultural

space, formed by the nation states that use Pasegas an official language,

% Whereas colonial discourse was based on polausstcolonialism underscores the ambivalence and
hybridity between the former colonizer and formelooized, as they are dependent on each other. As
Sanches (2004: 135-6) argues, “gente da minha’teould lead us to think that the people beinggsun
about should not be understood as ‘ethnic’, ‘whiRdrtuguese but as broader, more multilingual,
diasporic communities and their histories.” It erdathatusofonids symbolic meaning, more than its
linguistic parts, originates.

27 |OF has also established permanent dialogue battheemajor international linguistic zones (the
English, Portuguese, Spanish, and Arab-speakingsjoB8ee http://www.francophonie.org

2 http://www.africa21digital.com/noticia.kmf?cod=9Mb8&canal=403

2 Interesting in this respect is Tv Brasil Intermawil, in the air since May 2010.
http://tvbrasil.ebc.com.br/internacional/contenggusomos

30 http://www.africa21digital.com/noticia.kmf?cod=9Ib8&canal=403
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institutionalized through their cultural politics the 1990s, and consolidated with the
formalization of the Comunidade dos Paises de ldnortuguesa (CPLP)
[Community of Portuguese-speaking Countries, ats® 2.2.] in 1996 (Cidra 2010:
179, 789). CPLP is the intergovernmental orgarorator friendship among nations
where Portuguese is an official language. It oatijnunited 7 countries: Portugal,
Brazil, Angola, Cape Verde, Guinea-Bissau, Mozaméjgand S&do Tomé and
Principe, East Timor joining the community only2@02 after gaining independence.
CPLP today unites the more than 250 million Porésguspeakers from 8 countries
over a combined area of about 10,772,000 kmz2. Triganization evokes language
and culture as factors of unity: “uma das carastieds unicas da CPLP é que os
paises membros estéo ligados por uma lingua conpartitham factores culturais, o
gue cria pontes entre estes paises separados gmdaegr distAncias geograficas”
(introductory note of Migracdo e Politicas de Desdvimento no Quadro da
CPLP)*

From the same transnational perspective, howewercould also ask how important
a common language is, “in what contexts, and withatvconsequences? What
determines other connections, affiliations, andeaissions?” (Sanches 2004: 126-7).
Lusofoniais a concrete, but differently experienced, rgahtthe countries that share

Portuguese as an official languade.In Angola, Portuguese coexists with other
national languages; in countries like Cape Verdein€a-Bissau and Mozambique
other languages dominate - Creole or other locajuages; and in East Timor only a
minority speaks Portuguese. The linguistic desmnadusophone’ must thus be

relativized in view of the fact that Portuguesegrevthough it is the ‘official’

language, exists in national spaces that are effifiagual or multilingual* (Arenas

3L http://www.cplp.org
32 http://www.gulbenkian.pt/media/files/FTP_files/pfbIM2. pdf

33 Critical voices point to the continued importamééndigenous languages (in Brazil or lusophone
Africa), regional languages (in Galicia), languageiants within Portugal as well as the decline of
Portuguese in oriental regions such as Goa, DabBiarand Malacca. Please sodPatifundids

special issue on regional languages (5 articlez53®/2010), available online at
http://opatifundio.com/site/?cat=879

Exemplary is the phrase “Vamos ir além da linguatyguesa. Trazemos a tona a riqueza linguistica
da cada pais lusofono.”

3 Sanches (2004: 126-7) points out that it “is wahsidering common traits between diasporic
literatures written in different colonial languages between Guinea-Bissau and Guinea-Conakry, or
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2005: np). At the same time, the use of Portugisxpanding in African CPLP-
countries through national and international raahad television via satellite, through

the printed media, the school system, “as a velfaclsocial mobility” (Ibid.).

2.2. Origins

While its historical origins may be found in Poriege colonialisii, contemporary
notions of the concept dfisofoniaoriginated in the Acordo Ortografico and in the
increased migration to Lisbon from its former coémnsince the 1960s, bringing
musicians from PALOP, Portugal and Brazil to parfdogether. The term has been
growing in importance in the 1990s, which seembéddhe decade in which several
music projects were carried out bringing musiciasn PALOP, Portugal and Brazil
together under the bannerlasofonia The creation of CPLP as well as international
events such as Expo ‘98 have contributed to the'sevisibility. Finally, the Internet
has much facilitated, intensified and acceleratedtacts within the Portuguese-

speaking world. | will deal with each aspect sefsyabelow.

2.2.1. Acordo Ortografico

The Acordo Ortogréafico[Orthographic Agreement] - the agreement that $et¢s

official rules governing the orthography of the faguese language - goes back over

Senegal, which make @fancophoniean important presence in Guinea-Bissau and Capae\érd
English an important medium in Mozambique, or Ceeandd French, English, Dutch, or Portuguese
among Cape Verdians in the diaspora. The mutulaien€es between Brazil and Lusophone African
countries have already been considered, as havedhption of African American writers and
Negritude in Mozambique and Angola.”

% Since the 15th century, Portugal’s history haswereracterized by the confluence of and interactio
between different cultures within its territory, ieh have contributed to shaping Portuguese musics
and culture (Castelo-Branco 1997: 40)sofoniais a result of the historical Portuguese maritime
expansion, but its implications for present povedations (in a postcolonial context) are complex.
Inward and outward migration also has been a cohstand in Portuguese society. Portuguese identity
is thusdoubly doublén that the former colonizer himself has been tamiy colonized (Santos 2002:

9 and 121, Arenas 2005: np).
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a 100 year® In the early 20th century, Portugal and Brazieinted to establish an
orthographic model that could be used as a referemoofficial publications and
teaching in both countries, starting a long processattempted convergence of
spellings used in each country. In 1943, there avisst meeting in Lisbon between
the two countries, resulting in thcordo Ortograficoof 1945, which however only
came into force in Portugal. In 1986, Brazil madeother attempt towards a
standardized spelling, but without consensus. 1801®fficial representatives of
Angola, Brazil, Cape Verde, Guinea-Bissau, MozaméjgPortugal and Sdo Tomé
and Principe finally signed th&cordo Ortografico da Lingua Portuguesd 1990,
the result of years of work of the Academia Brasilele Letras and the Academia das
Ciéncias de Lisboa. East Timor would follow in 2004e Acordo Ortograficoof
1990 came into force in early 2009 in Brazil and I815/2009 in Portugal. The

remaining CPLP countries are supposed to implemsobn.

Negotiations towards an orthographic agreementritanéd toward increasing the
relevance of the ternusofoniain cultural debates in Portuguese-speaking castri
As Cristévao (2005: 5) points out, “de todas asatvas para a constituicdo de uma
communidade de nacdes, o vinculo mais forte era prdpria lingua [...] Assim foi
ganhando terreno, a pouco e pouco, a ideidwmfonia corporizada pelos, oito
paises e regibes que tém ou tiveram a lingua R@sagcomo lingua materna, oficial,
de adopcdo ou de patrimonio.” Political changeshsas the independence of the
Portuguese colonies in Africa in 1975, as well he subsequent adoption of
Portuguese as an official language in these newmtdes, further created favorable
conditions for the consolidation of the conceplusbfoniaand for initiatives evoking
it.

2.2.2. Collaboration between migrant musicians fEeontuguese-speaking countries

Since the 1960s, musicians from the PALOP and Baltincreasingly performed
together in Lisbon. For Portuguese nationals, Wés especially manifest in the

% http://www.portaldalinguaportuguesa.org/?actiorordo
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domain of musica popular portuguesd, the ‘cancdo de intervencidt and
performers and composers with biographical link&\tacan countries, such as José
Afonso (Angola and Mozambique), Fausto (Angola) ,amater, Jodo Afonso
(Mozambique) (Cidra 2010: 196-7 and 773-4).

In a climate of increasing internationalizationtire 1990s, political institutions and
cultural promoters gradually got interested in emaging interaction between
Portuguese musicians and their counterparts frommerotPortuguese-speaking
countries. Initially, these collaborations espdgiaicluded migrant musicians from
the PALOP living in Portugal in the domains of jaaad ‘musica popular portuguesa’
(Cidra 2010: 179). This may be clear from Sons dia K19943° - a pioneering
festival in Galicia (Spain) that, in its first eidn, featured 9 singers from Portuguese-
speaking countrié$ and 9 accompanying musicians born in the PALOPatugal,
with numerous onstage collaboratidhgt is also reflected in the Orquestra Sons da
Lusofonid? (1995), founded and directed by jazz saxophongepl@arlos Martins in
Lisbon (see chapter 4). These actors contributedtémsifying the dialogue between
Portuguese musicians and migrant musicians fromP#EOP, with visibility in a
number of official occasions. It is however notethgrthat Brazilian musicians did

not figure in either of these projects.

37 Castelo-Branco, Salwa and Rui Cidra (2010), ‘maigiopular portuguesa’, in Salwa Castelo-Branco
(coord.),Enciclopédia da Musica em Portugal no Século M&hcyclopedia of Music in Portugal in
the XX CenturyCirculo de Leitores / Temas e Debates, pp. 875-8

3 Corte Real, Maria de S&o José (2010), ‘cancdatdevencado’, in Salwa Castelo-Branco (coord.),
Enciclopédia da Musica em Portugal no Século X&ncyclopedia of Music in Portugal in the XX
Century.Circulo de Leitores / Temas e Debates, pp. 220-8

39 http://www.pflores.com/sonsdafala/index.php

0 These singers were Sérgio Godinho, Vitorino amitd&alomé (Portugal), Tito Paris (Cape Verde),
Filipe Mukenga (Angola), André Cabaco (Mozambiqu&)to Pires (Guinea-Bissau), Juka (S&o Tomé
and Principe) and Madeira Janior (Brazil) (Ibid.).

“1“Trata-se de um grande espectaculo de cruzametr® eulturas de origem luséfona [.] Assim, por
exemplo, Vitorino canta com o caboverdeano Titas?&eérgio Godinho com o guineense Guto Pires,
Janita Salomé com 0 mogambicano André Cabaco eogantomense Juka, bem como muitas outras
combinag@es entre todos os cantores” (Ibid.).

*2 http://www.sonsdalusofonia.com/Sonsdal usofoniadiaB/language/pt-PT/Default.aspx
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2.2.3. Comunidade dos Paises de Linqua PortugG&daP)

The creation of th€omunidade dos Paises de Lingua Portug€saLPf* in 1996
was an important step in the consolidation and ptan of the concept diisofonia
[also see 2.1.]. The initial step towards found@@LP was taken at the first meeting
of the Heads of State and Government of the Poesgrspeaking countries in S&o
Luis do Maranh&o in November 1989, at the invitatbthe Brazilian President José
Sarney. In this meeting it was decided to creagdrthtituto Internacional da Lingua
Portuguesa(llLP)* in order to promote and distribute the particisartommon
language. The idea of creating an actual lusoptvmmemunity was also raised by
various personalities. This lead to the Summit ea#s of State and Government on
the adoption of instruments of Community of Poriesgl Language Countries, during
the meeting of 7 ministers of Foreign Affairs inaBilia in February 1994. These
ministers also agreed on the establishment of m&w®¥nt Coordination Group, based
in Lisbon and integrated by a senior representativibe Ministry of Foreign Affairs
of Portugal (the Director-General of Foreign AfRiras well as the Ambassadors
accredited in Lisbon (the only capital where emiesssf all Portuguese-speaking
countries can be found). CPLP was officially foudhdle Lisbon’s Centro Cultural de
Beléem on 17/7/1996, integrating Angola, Brazil, €aperde, Guinea-Bissau,
Mozambique, Portugal and S&o Tomé and Principeaésylater, on 20/5/2002, East

Timor joined CPLP following independence, becontimg 8th member state.

The overall objectives of CPLP are political corsen and social, cultural and
economic cooperatioff.In order to achieve these objectives, this palitiostitution
attempts to promote the systematic coordinatioactizities of public institutions and
private entities that are engaged in enhancing @adpn among its Member States.
Hence, CPLP provides a crucial framework in thecpss of mutual construction of

the eight member nations, using the idelusbfoniaas a vehicle.

3 http://www.cplp.org
* http://www.iilp-cplp.cv

*5 http://www.cplp.org/id-45.aspx, http://www.cplpgdid-46.aspx, and http://www.cplp.org/id-52.aspx
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2.2.4. Events

Political, economic and socio-cultural concernsvarged in the international event
Expo ‘98° (1998 Lisbon World Expositiof} reserving a special place for the
concept oflusofonia®® Expo ‘98's linking theme ‘The Oceans, a Heritage the
Future’ discursively set out to reconnect the tcattsral webs that resulted from 500
years of cross cultural interchange between Padrtagd the regions with which it
came in close contact in Africa, Asia and the Amesi As pointed out by Cidra
(2010: 179), this “discursive allusion” to Portugaharitime expansion as well as to
the cultural marks it globally imprinted, thus riéed in a programming in accordance
with the “new political concept” oflusofoniga as a singular aspect of the
internationalization of Portuguese culture (Sani®@99: 132-3). Effectively, all
countries pertaining to the lusophone space weesept, including CPLP, with a
proper programming. Expo ‘98 was pioneering in @mg together different
musicians from the lusophone world. Previously ense&ollaborations between
musicians from Portugal and other Portuguese-spgatountries were programmed,
reuniting diasporic communities and performers fritv@ir country of origin. These
musical collaborations not only emphasized the idka lusophone world for an
international audience, but also represented thkiauitural city of Lisbon, based
upon the concept dfisofonia(Santos 1999: 92-4, 112-3, Cidra 2010: 789).

Brazil was the Portuguese-speaking country besticallys represented at
Expo ‘98. Next to offering concerts of Brazilian sicians popular in Portugal, the

event also featured collaborations with musiciamsnf other Portuguese-speaking

8 This was a World Fair held in Lisbon, Portugabnfr22/5/1998 to 30/9/1998. The Expo received
around 11 million visitors in 132 days. 155 couggrand organizations were represented.
http://www.exp02000.de/expo2000/geschichte/detgdwa_id=20&lang=1&s_typ=1,
http://www.facebook.com/pages/1998-Lisbon-World-&sition/116314238383388

“" Lisbon 1994, the year-long celebration of Portisg@inure as Cultural Capital of Europe, can be
seen as a forerunner to Expo "98. Its linking therhthe event was ‘Lisbon, a Meeting Point of
Cultures’. However, this event did not presentitiea oflusofonia Instead, as Kimberly da Costa
Holton (1998: 174-96) points out, it “representeghéque opportunity for reorienting Portugal's
national identity, cultural image, and geopolitipakition as a member state of the European
Community.” This element is relevant for my disdassn chapter 3.
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nations. The Expo’s special projeem Legend&$challenged four internationally
renowned musicians to create unprecedented collibos, usinglusofonia as a
reference. This included Caetano Veloso (with Pdwali Vieira and Pedro
Abrunhosa); Sadao Watanabe (with Toquinho, Ala Nasnorados and N'Goma
Makamba), Cesaria Evora (with Marisa Monte, Dulantes and Finka Pé), and
David Byrne (with Balanescu Quartet, Tom Zé and dFalar Bastos). Other
musicians from the PALOP (such as Lura, Bonga,p€&ilMukenga, Netos do
N’'Gumbé, General D, Simenter), and Portugal (Ardd@hainho, Misia, Madredeus,
Né Ladeiras) and Brazil (Maria Bethania, Chico @gsdso performed together
(Santos 1999: 92-4, Cidra 2010: 178). Throughhaké music performances, Expo
‘98 explicitly promoted the idea diisofoniag metaphorically converting Lisbon’s
historical role as colonial metropolis into a pasdnial haven of lusophone culture.
The music compilatiotOnda Sonora: Red Hot + Lisbth(1999), under the
curatorship of the North American David Byrhecan be seen as an extension of this
idea. The phonogram pioneeringly presented originadterial by Portuguese
musicians (Pedro Ayres Magalhdes, Carlos Maria dBidie), musicians from the
PALOP and their diasporas in Portugal (Méario Lu8ousa, Lura, Bonga, Filipe
Mukenga, Netos de N'Gumbé, General D), as well asicrans from Brazil (Vinicius
Cantuaria and Moreno Veloso) and Goa (Ekvafjhe production features 40 artists
from 11 countries, singing in 7 different languag#spoints to the influence of
Portuguese culture as a common factor, reconnetiiemghusical and cultural threads
that resulted from Portuguese maritime expansida Sonoraoriginally published
for commercial and humanitarian (AIDS) purposesistigave larger visibility to
Lisbon’s contemporary version afsofonia The record also was a breakthrough for
PALOP musics on the world music market (Cidra 20199). Additionally, the

*9'Without subtitles’ This a telling name indicating the growing awassof Portuguese as a world
language. In my interpretation, this could be phraped as ‘no need for subtitles anymore, we have a
lot of talent in our own language’.

%0 http://www.redhot.org/projects/ondaindex.html

*L http://www.davidbyrne.com/news/index.php

%2 A similar approach can be found in tRmjeto Enlace o Ma(1997), with the following artists: Pena
Branca e Xavantinho; Cesaria Evora, Filipe Mukergda de Belem, Bana, Marisa Monte, Paulo
Braganca, Fausto, Mendes Brothers, Paula RibasaTRui Sangara, Filipa Pais, Gilberto Gil e

Umbelina, Orquestra Marrabenta Star, Bonga, Madigddanu Sei Kokorek, Paulinho da Viola.
| am grateful to Barbara Alge for this reference.
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anthologyA viagem dos sond.998), coordinated by Susana Sardo, was alsasese
in the light of Expo ‘98, publishing ethnographiecordings by ethnomusicologists
from different parts of the lusophone world. Altlgbuthe concept disofoniais not
explicitly mentioned, it does inform this colleatiof ethnographic recordings.

Most observers agree that Expo ‘98 has been treoushd important in
changing artistic and cultural perceptions in abduw Lisbon and Portugal. Its effects
can be summarized as the densification and inmmvadf (inter)cultural production
and consumption: “[a] Expo ‘98 surgiu como ocasi@omum para 0 cruzamento
entre formas culturais, ou entre generos artistedambém entre habitos e praticas
culturais” (Santos 1999: 81, 112-3). Expo ‘98 alswned itself into a social
phenomenon, concentrating the people that (activelpassively) participated in it.
Its organization served as an important instrunh@néxternal promotion, stimulating
political and diplomatic relations (lbid: 191-2)h& concept olusofoniaundergrid all
these three levels. This becomes clear from tta toatmber of 170 sessions at Expo
‘98 that were the responsibility of Portuguese-gpgacountries and regions as well
as CPLP (Brazil 60, Angola 23, Mozambique 21, EHstor 19, Cape Verde 18,
Macau 10, Sdo Tomé and Principe 9, CPLP 5, GuinesaB 5). The relative weight
of initiatives by Portuguese-speaking countries aeditories in the total of
performances was between 14% and 17%, varying @ogpto categorization criteria
(Santos 1999: 132).

Following Expo ‘98, several festivals centered be toncept ofusofoniahave been
organized especially in Lisbon, in other Portugusseaking capitals or state capitals
(especially in Brazil) and in specific regions ({B&/Spain; Macau/China).
Governmental institutions, voluntary associationad acultural entrepreneurs
organized these large-scale events, promotingdba oflusofonia explicitly. The
influence of these festivals on public opinion wassiderable, given their attendance
numbers and their regularity, thus constitutingaamlience that is acquainted with
musics that are promoted as ‘lusophone’. | will Idegh the most significant
examples below.

Cantos na Maré - Festival Internacional de Lus@fdn{since 2003) is
promoted as “un proxecto cultural pioneiro no estasbariol, que a través da lingua e

>3 http://www.cantosnamare.org
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da mdasica traza un mapa comun entre os territa@susofonia que comparten
raices”. During the 2003 edition of the festivalC® was also recorded entitled:
Cantos na Maré 2003: Voces do Atlantico ao vivoPemtevedra’. Another event
announced under the heading “musica luséfona a@eieas®, O Amor é Fogo is
“um novo festival que homenageia Luis Vaz de Canedeslebra a musica lusofona”,
was held on 17-9/6/2008 in the Estadio MunicipalQiras. Buraka Som Sistema,
Tito Paris, Ana Moura, Chico César, Da Weasel, Sareares, Jodo Gil e Shout,
Oquestrada, Tucanas and Ghorwane took the staigefiedt edition to commemorate
250 years of the municipality of OeirdsThe 1° Encontro na Lusofonia organized
by the local Municipality and SC Na Virada in Casgdo Morraco on 2/8/2008
featured Couple Coffee (a Brazilian group basedistbon), Follas Novas (Galicia),
Euclydes Mattos Trio (Brazil-Uruguay-Argentina) aRé na Terra (Portugal). Fourth,
the Festival dos Oceanos in 2008 featured the grtg¢hnos - Raizes do Atlantico’,
taking to Miradouro do Adamastor (Alto de Santa adiag), “uma fusdo de
influéncias mausicais dos paises luséfonos, com agusisde Cabo Verde, Angola,
Brasil, Portugal, Mocambique e Guiné-Bissal.Finally, the yearly editions of
Lusofonia Festival in Mac&tiseem to be growing in popularity. The 2010 editimm
22-29/10/2010, included cultural representativesmfr all Portuguese-speaking
countries, meaning that 10 nations/regions wilhgprtheir own committees. | have
found no info on specific artists in the Internet.

** http://www.cantosnamare.org/disco
%5 http://musicadobrasil.blogs.sapo.pt/296038.html
*% http://cronicasdaterra.com/cronicas/2009/06/28\a0-amor-e-fogo-celebra-a-lingua-portuguesa

> http://www.agal-gz.org/modules.php?name=News&fileicle&sid=4584

58

http://www.festivaldosoceanos.lpmcom.pt/index.phgiftm=com_content&task=view&id=259&Itemi
d=92

*9 http://a2zmacau.com/1156/lusofonia-festival ;

http://www.macaudailytimes.com.mo/macau/15942-Laed-Festival-goes-larger-this-year.html ;
http://www.macau.com/en/shows_and_events/436/lusaffestival-2009
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2.3. Contexts of use

I will now pinpoint the current uses of the conceptlusofonia by political and
academic institutions as well as by voluntary asgimns and the media. The use of
expressive culture in consolidating ties betweemtugoese-speaking countries is
evident in their events and publications. | willaiyze how the concept dlisofonia
informs the actions of different actors and insitas as well as the creative work of

musicians.

2.3.1. Political institutions

The Comunidade dos Paises de Lingua Portugues@iPis played a crucial role
in the institutionalization of the concept losofonia Next to its political, economic

and educational concerns, CPLP explicitly wantptomote and disseminate the
cultures of Portuguese-speaking countries and @aheept oflusofonia This is clear

from various initiatives, such as the Festival désMa da CPLP, held in East Timor
in 2002, and 2005, and in Guinea-Bissau in 2006 .ohlijective was to strengthen
family ties between CPLP member states by puttingiorns from its member states
on stagé’! The objective of the phonografMusica da CPLE (2003) was to show

the cultural diversity of these countries and theirsicians, as well to indicate the
importance of CPLP (Ibid.). Third, on 25/3/2010,.(Palso organized in Brasilia the
‘Conferéncia Internacional sobre o Futuro da LingRartuguesa no Sistema

€9 http://www.cplp.org

®1“No palco dos festejos realizou-se um encontr®his unido pela musica de Angola, Brasil, Cabo
Verde, Guiné-Bissau, Mocambique, Portugal, Sao TerRéncipe, além de grupos e bandas de East
Timor e convidados especiais do Japédo, Austrdli@enésial.] Os timorenses cantaram e dancaram ao
som de [Margareth Menezes do Brasil, Abubacar DjmaaDulce das Neves Samabaia Kanuté da
Guiné-Bissau, dos Delfins, de Nuno da Camara Reecliuis Represas de Portugal, lldo Lobo de

Cabo Verde, and Juka de Sdo Tomé e Principe]

In “Relatério da Deslocacao a Timor-Leste da SéceExecutiva da CPLP. Dili, 20 de Maio de

2002.” Pdf available online via google at http:/Mmneplp.org

82 http://www.marcelosalazar.com/cplp.htm; contraryvhat one might expect, | have found no
reference to this phonogram on the website of CitddH.
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Mundial’.®®* The objective of the conference was to examine dppities and define
the instruments that value the Portuguese langfiageaddition, between 25/3 and
11/4/2010, Centro Cultural Banco do Brasil Brasdliso presented the project ‘Nossa
Lingua, Nossa MUsic® in Brasilia, under the seal of the Brazilian Misiy of
Foreign Affair$® as part of the official programmation of the &ition of the
Conference of Heads and Governments of CPLP. Thectoke of the ‘Semana
Cultural da CPLP’ (third edition in Lisbon, 30/45¢2010) was to establish Lisbon as
a point of encounter fdusofonig offering a varied program to the city’s ‘lusopleon
populations that projects their interest'A full day was reserved foeach CPLP-
country.Projects included Programa CPLP nas Es€)I&&ESTin - Festival Itinerante
de Cinema da Lingua Portuguesa; CPLP a D&hcand CPLP a Cantar
Campeonato Internacional de Kizomhand disco sessioffs Two months later, on

83 http://www.africa21digital.com/noticia.kmf?cod =9 8&canal=403,
http://www.portugaldigital.com.br/noticia.kmf?cod&B6752

% http://www.instituto-camoes.pt/images/stories/ciat/plano_accao_braslia.pdf

% The project featured collaborations between MBapaz (Pernambuco - Brazil) and Joana
Amendoeira (Portugal); Maria Dapaz and Nancy Vié@ape Verde); Consuelo de Paula (Minas
Gerais - Brazil) and José Amaral (East Timor); Ceths de Paula and Rosa Madeira (llha da
Madeira); indio Cachoeira and Ricardo Vignini ($8wlo - Brazil) and Tonecas (S4o Tomé and
Principe); indio Cachoeira, Ricardo Vignini and 6&Va Gune (Mozambique); Fabiana Cozza (S&o
Paulo - Brazil) and Eneida Marta (Guinea-Bissan§f Babiana Cozza and Yami (Angola).
http://vejabrasil.abril.com.br/brasilia/roteiro/st®-5229,
http://www.lusofonia.com.pt/index.php?option=comnmt&view=article&id=207:cplp&catid=6:CP
LP&Itemid=29

® http://www.itamaraty.gov.br

57 www.apel.pt/gest_cnt_upload/editor/File/PressRe&LCPLP.docx,
http://cplp.dynamicweb.pt/Default.aspx?1D=2215plithoticias.sapo.pt/especial/semanacplp,
http://www.culturapalopsportugal.com/1751/semaniaical-da-cplp

% presented in various schools of basic compulsdugation of the greater Lisbon areaeptn o
objectivo de promover e difundir a cultura lus6fana conceito de Lusofonigerminando com a
realizacdo de oficinas de danca e musica.” [micg&hl

% Kilandukilu (Angola), CIA Art Brasil (Brazil), N6Ferra (Cape Verde), Allatantou Dance Co
(Guinea-Bissau), Malimba Tradicional de Mocambi¢Mezambique), Afrolatin Connection
(Portugal), Kua Tela (Sdo Tomé and Principe), Bea @ast Timor), Rafeiros (Angola) and
Voicemail (Portugal).

°Bonga (Angola), Rafeiros (Angola), Raspa de Tg@razil), Nicole (Cape Verde), Guto Pires
(Guiné-Bissau), Ancha Cutchuaio (Mozambique), Jddak (Portugal), Quarteto Musical Timorense
(East Timor), Tonecas, Felipe, Juka e Gapa (SacéTamd Principe) and Irm&os Verdades.

" Final of 3rd Campeonato Internacional de Kizomt#8/2010, for the third time held in Lisbon, and

transcending the strict frame of CPLP member-statekiding participants from Belgium, Denmark,
Spain, France, Holland, Luxemburg and the Unitenigdom. http://www.africadancar.com
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25/7/2010, CPLP also commemorated its" lahniversary at Lisbon’s Praca da
Figueira’® In all of these instances, CPLP explicitly defettus concept ofusofonia
by uniting musicians and populations of its memleuntries in cultural and

eductional events.

2.3.2. Academic institutions

Various academic institutions have used the conapsofonia Their objective is to
stimulate a special dialogue between (actors atgig in) Portuguese-speaking
countries, constructing a platform of social antlural exchange.

Several events were organized under the headindgsofonig such as the
conference ‘Lusophonie et multiculturalisme’ of tBa&ilbenkian Center in Paris on
8/12/2000% the publication oDicionario Tematico da Lusofonia Lisbon, Luanda,
Praia and Maputo by ACLUS - Asssociacdo de Culiraéfond® in 2005; the
conference ‘CPLP e Lusofonia: de conceito multimalt a vector portador de
futuro’’® at the Universidade Catdlica Portuguesa (LisbdB/2008); the Férum dos
Jogos da Lusofonf§ held on 17-8/7/2009 at the Universidade Luséfonaisbon;
the Forum LusofoniZ at the Faculdade de Letras de Lisboa on 21/1/2pa8d the

20n the evenings of 7-8-9/5/2010, discotheque sessiere held by CPLP in ‘Discoteca Soul Club’
and ‘Barrio Latino’, in Alcantara (Lisbon).

3 The bands and artists that performed were Bongaud de Classe, EDDU, Ancha, Akunamatata,
Cremilda, Bei Gua and Super Mama Djombo. More a@#o be found online at
http://www.culturapalopsportugal.com/2245/em-poueigrnos-entendemos ;
http://www.cplp.org/Default.aspx?ID=316&Action=1&Msld=1434&M=NewsV2&P1D=304;
http://ditaduradoconsenso.blogspot.com/2010/07/ophpraca-da-figueira.html

" http://www.gulbenkian-paris.org [specific referemot found]

™S http:/iwww.fl.ul.pt/aclus; | include this assodit here because of it unites researchers, prafesso
and teachers, based at Faculdade de Letras ofiditimde de Lisboa. ACLUS’ objectives is to defend
and promote Portuguese-speaking cultures.

"http://www.ucp.pt/site/resources/documents/IEE/RS@DEr%C3%A2ni%20Lopes_CPLP.pdf

" In collaboration with the Instituto de Investigag@ientifica Tropical (IICT) and the Center for
Globalization & Governance (CG&G) at the NOVA Ecarios and Management School (FEUNL).

8 Organized by Centro Cultural Malaposta, ACLUS, Hdade de Letras de Lisboa and Miss&o do
Brasil junto a CPLP.
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international encounter ‘Lingua Portuguesa e Ca#tutusofonas num Universo
Globalizado’ at the Fundag&o Calouste Gulbenkia?®26/10/201%. All of these
instances stimulate intellectual exchange in tlsephone world. They also establish
an international positioning on the basis of a candanguage.

Special mention must be made for the seminar ‘Esgires musicais populares
de Aquém e de Além-mé&f on 11/11/2009, organized by the Instituto de
Etnomusicologia (UNL) and the Instituto de Ciénctaciais (UL), as well as the
colloquium ‘Sonoridades no Espaco Luso-Afro-Brasité? on 20-22/11/2003, also
organized by ICS, in collaboration with Chapit6,n@e de Estudos de Sociologia e
Estética Musical (UNL) and Museu Nacional de Etgao In both cases, the
objective is stimulating research on the crossdcaltprocesses in music involving
the lusophone world.

Finally, two research institutions that are dedidatio the study of lusophone
cultures must also be mentioned: CECLU - Centr&stedos de Culturas Lusofonas
(UNL)® and ISMPS - Instituto de Estudos Culturais do Munde Lingua
Portugues&® The 6" ICTM colloquium ‘Crosscultural Processes - The Role of
Portugal in the World’s Music since the"™ E&entury’, organized by Salwa Castelo-
Branco at Lisbon’s Fundacdo Calouste Gulbenkiadi®19/12/1986, must also be

mentioned®

2.3.3. Voluntary associations

" http://missaodobrasiljuntoacplp.blogspot.com/sefabel/F%C3%B3rum%20Lusofonia

8 http://www.gulbenkian.pt/index.php?object=160&elei id=2731&langld=1

8 http://www2.fcsh.unl.pt/inet/conferenciascoloqugesminarios/expressoesmusicais/pagina.html
82 http://www.oi.acidi.gov.pt/modules.php?name=Newi&farticle&sid=196

8 http://www.fcsh.unl.pt/ceclu

8 http://www.ismps.de

% The results are published in Castelo-Branco, Sékag (1997)Portugal e o0 mundo. O encontro de
culturas na musica / Portugal and the world. Theamter of cultures in musitisboa: Dom Quixote
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Some of Lisbon’s voluntary associations directlgaoize activities under the banner
of lusofonia The association MIL - Movimento Internacional bésnd*®, represented
in all CPLP-countries but based in Lisbon, aimscteate a global lusophone
community on the cultural, social, economical amwditigal level. In this sense, the
association held a public debate on ‘O Futuro d&RCP Comunidade de Paises
Lingua Portuguesa’ in Lisbon on 24/1/2009.

APCAB - Associacdo Portuguesa de Cultura Afro-Beirsf’ is another
association that explicitly utilizes the conceptlo$ofonia Its objectives are the
preservation of Afro-Brazilian culture and identignd the promotion of multicultural
dialogue. APCAB argues that Portuguese identityukshde redefined given the
interracial and intercultural experience of whiktsofonia constitutes the stage. It
states that the media need to be more attentithetaconcept, and that diplomacy
needs to promote initiatives aimed at the reconstm of lusophone cultural space.

The associations ALDCI - Associacdo Lusodfona par®esenvolvimento
(interview Fernando Machado, 27/11/2009), Culturdneegracaf®, AACILUS -
Lusofonia. Apoio a Imigrac&3 and ALCC - Associacdo Lusofonia, Cultura e
Cidadanid® (interview Nilzete Pancheco, 24/11/2009), use them lusofonia
focusing on the social integration, education arrdfgssional possibilities of

Portuguese-speaking migrants.

The work of several associations concerned witlresgive culture is also informed
by the concept ofusofonia Associacdo Sons da Lusofotfiafounded in Lisbon in

1996 by Portuguese saxophone player Carlos Marigngspecially important. Its
objective is to promote “comprehensive intervenditimt ally social intervention and

global education to music and the interaction betweommunities, people and

% http://movimentolusofono.wordpress.com; | havefoand any reference to a foundation date.
87 http://www.apcab.net/apcab-e-lusofonia

8 No website (interview with president Fernando Mty 27/11/2009)

8 http://www.aacilus.org

% http://www.lusofonia.com.pt (interview with presiat Nilzete Pancheco, 24/11/2009)

% http://www.sonsdalusofonia.com; | will be dealinith Sons de Lusofonia in more detail in chapter
4.
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arts.”®?

As such, one of the association’s main goals isaatribute to the cultural
cooperation between Portugal and other Portugyesakeng countries, “promovendo
o desenvolvimento de uma identidade cultural basews$ tradicbes comuns, mas
orientada para o futuro” (Ibid.). In 1995, its Oegtra Sons da Lusofofiiabrought
together migrant musicians in Lisbon originatingnfir PALOP countries. This focus
on the concept ofusofonia gradually shifted to include other nationalitiesda
cultures present in Lisbon as well, as can be feau the yearly editions of the
association’s festival Lisboa Mistura (since 2006)

The association Etnia - Cultura e Desenvolvim&nfounded in 2000, works
along similar lines. Its objective is to promoteltaral dissemination through the
organization of diversified multicultural eventschuas festivals, seminars, animation,
expositions and workshops. Between 2003 and 20@Bganized many activities of
intervention and sensibilization in migrant comniigs, attempting to highlight
diversity as a factor of social inclusion. Thestvitees resulted in the opening of the
Centro InterculturaCidad® Etnia explicitly deployed the conceptlasofoniain the
project ‘Lusofonias: Culturas em Comunidadeinhich took place from 17/7/2008
up to 14/9/2008, with the objective of “divulgar aslturas do mundo da lingua
portuguesa, desde ha muito presentes em Lisboauowendiversidade e um vigor
sem paralelo nas restantes metrépoles luséfonagl. )| The cycle ‘Lusofonias’
consisted of 8 thematic weéRksdedicated to the various Portuguese-speaking
countries.

Both associations organize activities that are lgighformed by the concept

of lusofonig promoting interculturality and the integrationroigrants.

92 http://www.sonsdalusofonia.com
% http://www.sonsdalusofonia.com/Sonsdal usofoniadiaB/language/pt-PT/Default.aspx

% please see chapter 4, where | will deal with Alsgdo Sons da Lusofonia, Orquestra Sons da
Lusofonia and festival Lisboa Mistura in more detai

% http://www.etnia.org.pt
% http://interculturacidade.wordpress.com, httptéfinulturacidade.wordpress.com/contactos

" http://www.etnia.org.pt/index.php?option=com_congask=view&id=51&Itemid=81,
http://lusofonias2008.blogspot.com

% Angola: 21-27/7, Brazil: 28/7-3/8, Cape Verde:®8l, Guinea-Bissau: 11-17/8, Mozambique: 18-
24/8, Portugal: 25-31/8, Sdo Tomé and Principg91¥imor-Leste: 8-14/9/2010.
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2.3.4. Media

Some media also use the concepuebfonia As Cidra (Ibid.) points out, at the same
time as the music of the PALOP transnationally tarted itself as part of the world

music circuit (not from Lisbon but largely from eth European capitals), the
emerging concept olusofonia gradually got imbued with political meaning. This
semantic enrichment in turn induced a new discoarséhe level of cultural politics

and media communication in Portugal. It also stated Portuguese record
companies and concert promoters to review exispractices of disseminating

migrant PALOP musics.

The creation in Portugal of RDP Afritq1995) and RTP Afric&° (1998} is highly
significant in this respect. This Lisbon-based ctednwas especially developed for
the Portuguese-speaking communities of the 5 PAcQRries and the cultural
interchange between them and Portugal. Music pregiaave been transmitted from
Mozambique (Musica d'Africa, Massave) and from Cepede (Top Crioulo, Artes e
Espéctaculos).Latitudes is a cultural program issuing the African immigran
communities in Portugal. In this sense, RTP Afscatansnational programing
implicitly promoted the idea dfisofonig however leaving room for “aberturas, mais
ou menos largas, a outras musicas, portuguesajlebegs antilhana, latino-
americana™? thus more or less extending into the concept ofldvmusic. RTP
Antenna 1's program Vozes da Lusofonia also maketiodt use of the concept of

lusofonia®®

% http://programas.rtp.pt/EPG/radio/epg-dia.php?isaha

190 hitp:/itv.rtp.pt/ EPG/tv/epg-dia.php?canal=6&acseén=e
19 hitp://tv.rtp.pt/ EPG/radio/epg-dia.php?canal=4

1% |bid.

193 http://tv1.rtp.pt/programas-rtp/index.php?p_id=486_id=&c_id=1&dif=radio
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Afro Music Channéf* (based in Lisbon and Madrid, and broadcasting in
Portugal, Angola and Mozambique) is an importantion® for disseminating the
concept oflusofonia On its website, this broadcasting station exiijiamentions
lusofonia “durante a semana divulgamos os ultimos trabatl@omusica brasileira e
fazemos um cruzamento de culturas com temas decosisio mundo da
lusofonid[my italics].

Outside of the lusophone world, | found Radio Lusid®® based in
Johannesburg, explicitly using the concepusbfonia

The Internet has also opened doors for the dissgimimof the concept diisofonia
Exemplary is the blogspot Caipirinha louhfe dubbed ‘Lusotunes’. Caipirinha
Lounge explicitly features music from Brazil, AngpPortugal, Guinea-Bissau, Cape
Verde, Sdo Tomé and Principe, Mozambique, and Easbr. It relates to musical
events and actors in the Portuguese-speaking cesinfrccording to its creators, the
site “is all about music in Portuguese or by lusmphartists. It's born out of a sincere
belief that Lusophone music should reach a mucbetaaudience” (lbid.). The
conceptual division between ‘in Portuguese’ and llisophone artists’ is telling in

that it points tdusofoniaas a cultural system with various languages attdres.

Record labels gather musicians from different Rprése-speaking countries and
regions as a commercial strategy, as has beentdon@rld music labels. For many
PALOP migrant musicians, the delay in Portuguesmsgeition pointed towards

commercialization based in other European capgath as Paris, Amsterdam and
Berlin. As indicated by Cidra (2010: 789), thisnsaational discographic framework
stimulated Portuguese recognition and visibility BALOP migrant musicians,

connecting Lisbon with other diaspora centers ofgdla, Cape Verde, Guinea-
Bissau, Mozambique and Sdo Tomé and Principe infeuand the USA, as well as
with the countries of origin. These transnationahreections naturally evoked the

concept otusofonia

194 http://www.afro-music.com/site/programacao.htriale found no foundation date.
195 hitp://www.lyngsat-address.com/or/Radio-Lusofomtial

196 http://lusotunes.blogspot.com/2010/03/caipirinbarge-presents-lusofonia.html
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2.3.5. Governmental and municipal initiatives: 22080

How does the concept diusofonia inform the cultural policy and action of
governmental and municipal institutions in Lisboh@ answer this question, | will
briefly focus on events and actions since the EesopYear of Intercultural Dialogue
in 2008. | will analyze the implementation of tlisropean measure on a lusophone
postcolonial metropolis, exploring how the idealufofoniais configured, and how

migrant musicians as well as voluntary organizatiare involved in this process.

Initiatives

The European Year of Intercultural Dialogue 2008ogmized Europe’s cultural
diversity as a unique advantage. It encouraged deamts to learn from different
cultural traditions®” In Lisbon, ACIDI - Alto Comissariado para a Imigéag e
Dialogo Intercultural was indicated as the coortinmainstitution for the Year. The
Municipality of Lisbon (CML), represented by the m3@lho Municipal das
Comunidades Imigrantes e Minorias Etnicas, togetihwith several voluntary
associations coordinated projects such as theeStival ImigrArte Comunicar Arte e
Criar Dialogos’ and ‘Lisboa InterCultural’. AfterOR8, CML has continued to
organize or sponsor expressive intercultural evehtes majority of them bringing a
mix of music, dance, theatre, craft fair and gasiroy. Noteworthy are the Festival
Todos - Caminhada de Culturas (since 2009) andaFdsstinterculturalidade 2010
(since 2008). Except for ‘Fusdo, um Mergulho nadfosia’, on 20/7/2010, the
concept otusofoniais not explicitly used.

Actions

197 http://www.interculturaldialogue2008.eu/406.0.htrior a full context sketch of activities in
Lisbon during the European Year of Interculturahldgue, see http://www.cm-
lisboa.pt/?idc=312&idi=32754
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In June 2009, CML published the strategic docuniesiratégias para a Cultura em

Lisboa™®®

, proposing 30 measures and 14 projects. This destirdedicates a
specific section on music and its various aspeeiout referring tolusofonia'®®
Apart from a reference to Buraka Som Sistema - ‘spiapropri[a] de sonoridades de
fora da Europa, mas que encontr[a] em Lisboa unmaepa paragem europeia’
(unknown author, np), lusophone musics are onlyelageferenced as “mutacdes
[que sdo] muito significativas e pela primeira wdizapassam a categoria de musica
“étnica” e world, um rétulo que os primeiros projectos que Lisbogoeou
carregavam” (Ibid.). The new generation of fadistakisbon instead gets an explicit
mention, performing “pelos palcos de todo o muridmbém conseguindo contribuir
para uma imagem diferente da que Lisboa outrorareaqm” (Ibid.). Perhaps an
implicit reference to the existing circuit of migtamusicians from Portuguese-
speaking countries can be read in the mentioning ‘whercado da musica ligeira e
popular que, embora com caracteristicas diferedtesesto do pais, € uma area
altamente robusta, empregando muitissimos profiago(embora nem todos em
regimefull time)” (Ibid.).

In its conclusion, the strategic document points tla¢ contemporary
intercultural production of Lisbon as a factor tltan be further potentialized in
fortifying the city’s memories and identitié¥ “Lisboa, numa posicéo de inevitavel
centralidade histérica entre Europa, Africa e Acelt, [tem] um espaco enorme a
explorar, de diferenciacdo e de afirmacao exteansud especificidade. [A] producao
cultural da cidade esta imbuida destes cruzamemtdestas especificidades que
importa potenciar numa logica [de] afirmacdo dasmeténcias mais cosmopolitas da
cidade actual e dos seus actores culturais” (lbiven though the concept of

lusofoniais not explicitly used, it seems to be implicittive utilized perspective.

1981t was directed by a team consisting of Dinam@entro de Estudos sobre a Mudanga
Socioeconémica (ISCTE), Direccdo Municipal de Quat(DMC) and EGEAC - Empresa de Gestéo de
Equipamentos e Animacao Cultural during the prewe8imonths, in which artists as well as cultural
agents and producers were heard.

199 http://cultura.cm-lisboa.pt, p. 51

10 hitp://cultura.cm-lisboa.pt, p. 93

11| take this to be a reference to the historicatpsses of Portuguese colonialism, constituting a
notion oflusofonia(see chapter 2.1 and 2.2.).
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Performance spaces for the expressive cultuhesofoni&?

The idea for Africa.Cont, the new African cultunter to open in Santos in 2010,
arose during the European Year of Interculturall@ae. According to curator prof.
dr. J.A. Fernandes Did3, the project originates from “a vontade politice d
responder a auséncia em Portugal de uma plataffjpana] o desenvolvimento de
relacbes de comunicacéo, cooperacao e interact@oaeBuropa, os Paises Africanos
e as suas diasporagmy italics)*>. However, | think that, for a cultural center thst
located in Lisbon, any reference to African diasigodirectly points to the PALOP
migrant populations in the city. | asked prof. Ferdes Dias about the expected input
of these PALOP communities during the public deb&is answer then and his
contribution to the jornaMigracdes®* are positive: Africa Cont's objective is to
foment “uma imagem construtiva e actual de Africepmo agente da
contemporaneidade cultural globafavorecendo também a integracdo e o
‘empowerment’ (empoderamento) das comunidades aafie em Portugal’[my
italics]. (Ibid.) Despite the historic, linguistic and socio-cultutias of Portugal with
the lusophone world, Africa.Cont however also aitmsopen relations with other
African countries, being “an independent institafionot an political instrument”
(Fernandes Dias 2010). Africa.Cont’'s focus on Afrinay well be legitimate. But,
given the results obtained from the paragraphsl23would a cultural center of
lusofonianot make more sense for Lisbon? In any case,ithernsion of Africa.Cont,
both in terms of physical space and proposed #eByistands in sharp contrast with

the means conceded to other cultural players ibdas

M2 hitp://www.africacont.org/africacont_pt.pdf ; oF6412/2009, a public debate and conference were
held at Fundacao Calouste Gulbenkian to discusprtiject’s objectives [l actively participated het
debate].

3 The objective of Africa Festival -the predecessfohfrica.Cont- to also show non-lusophone Africa
can be read through this statement.

114 ACIDI (in press)Musica e MigracdoSpecial issue of journigracées Scientific coordination
by Maria de Sao José Corte-Real and Salwa El-Sh&aatelo-Branco (INET-MD, FCSH/UNL).
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2.4. Conclusion

In this chapter | have analyzed the discursive taoson of the concept dfisofonia
| have explored its definitions, origins, contexfsuse and influence on expressive

culture.

Lusofoniais a relatively recent concept that refers to guistic, political, economic,
and cultural space. While its historical origins ynae found in Portuguese
colonialism, the contemporary notion originatedthe Acordo Ortografico, gaining
new significance with the increase of migrationLisbon from Portugal’'s former
colonies. The creation of CPLP in 1996, internalogvents such as Expo ‘98, the
transnational record industry and the rise of thierhet have also contributed to
extending this notion beyond the common Portugigisen. Since then, the concept
of lusofonia has increasingly informed Portugal’s internatiomalations. Many
governmental and municipal institutions, scholarsluntary associations, cultural
entrepreneurs, musicians and journalists in thecptmial Portuguese-speaking

world evoke the concept aisofoniaexplicitly in their objectives.

Politically and economically, various institutioasd associations have adopted the
concept. Collaboration between the CPLP-countriemarly has an enormous
potential. At present, the main actors seem torbdgminantly Portuguese, Brazilian
and Angolan. Current economic strongholders ofGR&P-space are Brazil (member
of Mercosur, with various Luso-Brazilian chambefsCommerce as well as several
Luso-Brazilian summits on economic cooperation isbbn) and Angola, which has
been attracting a lot of investment from Portugad 8razil (in domains of banking
and construction) since it came out of its civilry@975-2002). Finally, what | have
experienced myself during field research in Maptozambique (October 2009), is
that Portugal -at a grassroots level in the foramdonies- is sometimes still perceived
as a neo-colonial nation looking for economic pofises. In my view, the
‘multipolar’ (Lopes 2008: sp) concept déisofonia and the mutual ‘friendship
relations’ promoted by CPLP can be useful in chagghis perception. Generally
speaking, a common interest prevails, and the estparof cooperation on various

levels is underway.
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Socio-culturally and linguisticalljyusofoniais what binds the CPLP-countries and its
diaspora populations together. This has becomecedlyeclear since Expo ‘98.
Continuous migrations to and from Portugal’s forngetonies have stimulated the
circulation of different social and cultural exme® forms (Cidra 2010: 773-4).
From the 1970s through the 1990s, the concelisofoniahas increasingly informed
performance practice in the city of Lisbon. Sindee tmid 1990s, various
collaborations between migrant musicians from Rprése-speaking countries and
Portuguese musicians were initiated. Neverthetassy lusophone musicians moved
abroad in search of a record publisher. Festivas$ promote the idea dfisofonia
have been organized especially in Lisbon, in oth@rtuguese-speaking capitals or
state capitals (especially in Brazil) and on theyioeal level (Galicia) by

governmental institutions, voluntary associationd aultural entrepreneurs.

Lisbon is surrounded by municipalities that usetdrenlusofoniaexplicitly: Odivelas
already held a ‘Bienal de Culturas Luséfonas’, ingllitself ‘Capital da Cultura
Lusofona’ e ‘ddusofonid; Oeiras organized the festival ‘O Amor é Fogo'explicit
homenage to Luis de Camdbes and lusophone musidsCascais presented the
biannual economic congress ‘Os Mares da LusofoRia‘thermore, CPLP, a crucial
actor in the institutionalization olusofonig is based in Lisbon. Governmental,
economic, academic, juridical and sport institusidhat take Lisbon as a point of
reference use the conceptlaogofonia Lisbon’s voluntary associations also evoke or
illustrate the concept diisofonig as is exemplified by projects such as ‘Lusofonias
Culturas em Comunidade’. Regarding lusophone mudicsbon constitutes a
privileged stage for collaborations between Porésgumusicians, migrant musicians
and musicians from other CPLP-countries. Throughn@graphic analysis and
participatory observation of (some of) the evemd gstitutions listed above, | have
learned that, in practicéysofoniais a concrete -though not exclusively- experienced

reality in Lisbon.
However, the concept olusofonia does not figure in the strategic document

‘Estratégias para a Cultura em Lisboa'. Insteatraulturality and cosmopolitanism

are key terms. This seems strange for a city thather discourses has been called
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‘capital*® ou coracab® da lusofonid. There is a conceptual ambiguity in Lisbon
between the municipal and European discourse @amcunturality, on the one hand,
and the historical and transnational discourselusofonig on the othet!” The
universality of the discourse dmsofoniais thus questionable “as this collective
project is shared varyingly by individuals and elgroups in the political, cultural,
artistic, and academic realms in the countries liedf (Arenas 2008: np).
Alternatively, lusofonia can also be seen in a positive way: as an opeensysa
philosophical discourse that tries to connect tbstgplonial politics and cultures of

nations with a similar history, constituting a “tecportador de futuro” (Lopes 2008:

sp).

15 hitp://www.africatoday.co.ao/pt/eventos_sociai8@BQisboa-capital-Lusofonia.html
118 hitp://inclusaoecidadania.blogspot.com/2009/0dis capital-coracao-da-lusofonia-e.html
71n practice howevetusofoniais also intercultural. The cultures of the Poreesprspeaking

countries are heterogeneous.
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3. Lusofonia, a (r)evolucdpa documentary

A histéria cruzou-nos, a geografia faz de nds Wias) o futuro serd o que fizermos dele (J.A.
Fernandes Dias)®

| have selected Red Bull Music Academy’s documeantarsofonia, a (r)evolucdd®
(2006) as a case study because of the iddasofoniathat it defends. Made by a
Portuguese team, if focuses on lusophone musitiseirtity of Lisbon, linking their

presence to processes of colonialism, migrationi@egration.

My obijective is to analyze the documentansofonia, a (r)evolucam promoting the
notion of lusofonia | will connect the use of the concept lobofoniato ideas of
multiculturality and cosmopolitanism. | will alssgsent a systematic content analysis
of the documentary, describing what is represerited, and by whom. Finally, | will
explore which issues transpire from the lyrics, thesic, the images and the

interviews!?°

3.1. Organization, sponsorship and dissemination

Red Bull Music Academy (RBMAF! is a non-commercial initiative that has been
traveling around the world since 1998. For two vgeelach year, it is based in a
different musical metropolis to bring local musitsa DJs and producers together.
Through these 60 selected participants - “pionedrslays-gone-by and musical
legends of tomorrow,” the platform aims at gettfagare glimpse into locahusical
hybridsin a different country” (Ibid.). RBMA regards itf@as a community of artists

18 hitp://www.africacont.org/africacont_pt.pdf

19 hitp://www.redbullmusicacademy.com/video-archivefdmentaries/3 (6:51, summary)
http://video.google.com/videoplay?docid=3792927@EDY 6657# (1:04:40, integral version)

120 sjince the abbreviated version only contains exsafpthe integral version, | will not refer to the
former separately.
http://www.myspace.com/lusofoniaarevolucao

2L hitp://www.redbullmusicacademy.com
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“which roots itself in the conviction that musicgii not to have any borders and that

to be unique is fundamentdf® [my italics]

Looking for uniqueness, the Portuguese delegatioiRBMA in 2006 produced
Lusofonia, a (r)evolucdoThe documentary sets out to reconnect the musicdl
cultural threads that have resulted from the Pogg expansion since the 15th
century. Dubbing itself “a calling card for lusopi® musical identity”, the
documentary makes a strong plea for a more suppoftamework for lusophone
musics in Portugal, both from the institutional andrcantile perspectives. That, for
its makers, commercial possibilities abound mayclear from the accompanying
announcement: “Catch a glimpse of the sound ofyted@ortuguese-speaking world:
musical moods & memories stretching from BrazilMozambique, Angola, Cape
Verde, and beyond. From Creole Hip Hop to samplesngola’s bangin’ Kuduro or
Portugal’s Fado folk music on 4/4, Jazz-based ged\?®

Financial support for the production béisofonia, a (r)evolucaevas obtained from
RTP* (institutional partner), Instituto Camdé% CPLP (showing a logo of its 10
anniversary) and the Municipality of Lisbon. Thecdmentary got most airplay at its
Portuguese premiere, during the 4th DocLisbbat Culturgest’ in Lisbon on
26/10/2006. After the screening, a party with tlagtipipation of migrant musicians
from Portuguese-speaking countries was organiz&llatza. This event served as a
fundraiser for Lisbon-based cultural associationapd??® working on the music
skills of young Afro-descendants. A frgriblic screening also took place at the
FNAC’s*?® auditoria of Lisbon, Porto and Coimbra throughilozember 2006. RTP

122 hitp://www.redbullmusicacademy.com/academy-infaitvs-the-academy
123 hitp://www.redbullmusicacademy.com/video-archivetgmentaries

124 hitp://tv2.rtp.pt/homepage

125 hitp://www.instituto-camoes. pt

126 hitp://www.doclisboa.org/2006/en_festival.html

127 http://www.culturgest.pt/

128 hitp://cidkhapaz.no.sapo.pt/indexpromo.html

129 hitp:/lwww.fnac.pt
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broadcasted the documentary on its channels thoat007. It was also offered to
film, music and multimedia festivals, using RBMAgobal network in some 70
countries. The documentary was available in a édhipromotional dvd+cd pack
edition, however without being commercializZ&€dNext to providing fragments of the
documentary and a bilingual press kit online, thaget’'s myspacg” today functions

as a platform where musicians from Portuguese-spgaountries can promote their
work (linking to their respective myspaces, whererafile and downstreamable

music are available) and where shows can be anedunc

3.2. Participants

The editorial teanof Lusofonia, a (r)evolucaoonsisted of Artur Soares da Silva and
Joao Xavier (scriptwriters) and Mariana Moore Magsecutive producer). Their list
of interviewees included musicians and DJ’s (CadosCarmo; Sara Tavares; Tito
Paris; Celina Pereira; Raul Indipwo/Duo Ouro Nedfika Santos/Loopless; Kalaf;
Cool Hipnoise/Spaceboys; Sam the Kid; Chullage;illeekMelo D; Pac Man/Da
Weasel; Conjunto Ngonguenha; Messias; Karlon/Nig@son; SP & Wilson
(Beatbox); N’'du; Jodo Barbosa; To Ricciardi; Joh@opl Train Crew), publishers
(José da Silva/Lusafrica; David Ferreira/EMI; Pediemreiro/A&R Norte Sul; Tozé
Brito/Universal; Hernani Miguel/'Rapublica’) as wels journalists and critics (Nuno
Sardinha/RDP Africa, Gilles Peterson/BBC Radio 1litol Belanciano, Duda
Guennes, Luis Maio, Rui Pereira).

130 Telling about the lack in media dissemination e Portugal) is a rather explicit comment found

on the website of the Brazilian Ministry of Culture

“Ao final do filme, vocé tera, mais do que nuncaeasacédo de que ndo conhece absolutamente NADA
do que esta sendo feito em termos de musica ndddds paises de lingua portugueaa (n&o tao)

boa e velha ladainha que eu venho repetindo hanpethms um ano: o rapper de Amadora sabe quem é
Marcelo D2, mas a gente ndo faz idéia de quem ggiauosh da Gap, Tito Paris ou Bonga. E como as
chances de ‘Lusofonia’ freqlientar o nosso circhdioinematografico ou ser exlbido pela TV

brasileira (talvez na TV Brasil, guem sabe?) s&xipras de zero, segue o link para o respectivo
torrent.” [my italics]
http://www.cultura.gov.br/site/2009/02/06/musicadfona-a-revolucao-nao-sera-televisionada

31 hitp://lwww.myspace.com/lusofoniaarevolucao
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Soundtracks and video clips were used of the fafiguabels (multinationals such as
Sony BMG and EMI; lusophone labels that operatenfather European countries
such as Luséfrica and World Connection; and yownuguese independents such as
Nylon and Loop) and musicians: Ceséaria Evora, LBanga, Tcheka, lldo Lobo
(label Luséfrica); Mind the Gap, Boss AC, Cool Hime, Batucaderas di Funana,
Duo Ouro Negro (Norte Sul/Valentim de Carvalho)re&Saavares, Waldemar Bastos
(World Connection); Anténio Variacdes, Dany Silv8eu Jorge, Da Weasel,
Kussondulola, Mariza, Carlos Paredes (EMI/ValendenCarvalho); 1-UIK Project,
Buraka Som Sistema (Enchufada); Maria Jodo andoM&ginha, Mercado Negro,
taxi, Herois do Mar, Etnocity (Universal); Sam tKel (Edel, Universal, Loop);
Spaceboys, Cyz (Nylon); Type+Kalaf (Meifumado); ®eD (Loop); Conjunto
Ngonguenha (Matarroa); Pop Dell.Arte (DifferenceMarcelo D2, Black
Company/Rapublica (Sony BMG); Marky & XRS (Innergnal Records); Cibelle
(Megamusic); and Dog Murras (Vidisco). Nigga Poisdtel.Assasin, and MC
Playboy all published their music individually.

Finally, a phonogram -directly related to the doemtary- was simultaneously
released under the artistic direction of Jodo Bsabti featured Bonga; Nel Assassin;
Lura; Buraka Som Sistema feat. Petty; Sam the Kidnjunto Ngonguenha;
Waldemar Bastos; Melo D; Spaceboys; Tcheka; Cheil&psaria Evora; Cyz; and
Sara Tavares feat. Ana Moura. What strikes me as tiis audio CD unites both
successful names with a strong connection to thaplione country of origin (Cesaria
Evora, Bonga, Waldemar Bastos) and new talent ¢ioguboth on traditional
elements and hybrid musics). The collaboration betw Sara Tavares and Ana
Moura signals that fado, the music of the city edblon, also takes part in this joint

movement.

3.3. Objectives and issues

In what follows, | will discuss musicians’ and joatists’ readings of the
documentary.usofonia, a (r)evolucddighlighting objectives and issues.
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Lusofonia, a (r)evolucd@ims at promoting a fusidif between several types of
music evolved through the centuries in PortugagzBrand PALOP. It argues that
fado, samba, morna, merengue, marrabenta and Afhieanized genres all carry

distinctive cultural traits inherited from the lyggwne cultural system.

In the accompanying press’®it the documentary’s makers point out that the cence
of lusofoniagained in importance in the 1970s and 1980s, Rahuguese-speaking
countries musicians arriving and settling in PoalugVhat all lusophone countries in
this period had in common was that they utilizedtgst/intervention songs: Brazil
and Portugal against dictatorship, and Africa agfaoolonialism. The concept of
lusofoniagained a new vigor during the 1990s, owing to‘tieav multiculturalism’

of a generation of urban, hip hop influenced muasisiborn of Portuguese-speaking
migrant parents. In 1994, tiRapublicacompilation came out, uniting tracks made by
Portuguese rappéré. For the first time, there was rap in Portuguesedpposed to
English), making the album into what many consi@dandmark of Portuguese hip
hopX*® As Da Weasel's Pac Man points out in the docunmgnginging in Portuguese
implied that “the public was identifying itself Waitwhat all that | was saying. Much
more truthful and genuiné®

The idea oflusofonig emerging by way oRapublica™*’

thus originally focused on
the potential of lyrics in the Portuguese languatmyever, it also increased attention

for new musical hybrids“mixing and blending” various elements of lusophone

132 The voice-over mentions ‘fusion’ [‘fusdo’] as aykerord, giving kuduro, kizomba, bossa nova and
other genres as examples. | interpret ‘fusion’gdrid musics’.

133 Available via http://www.myspace.com/lusofoniaaskicao [scroll down]

134 participating musicians were Black Company, Zonead, Funky D, Boss AC, New Tribe, Lideres
da Nova Mensagem, Family.

135 http://rapdungeon.blogspot.com/2006/09/rapblical ht

138 The citations in this chapter are transcriptiohthe English subtitles in the documentary. The
original copy of the documentary which | was aldl@btain was of poor audio quality, making me opt
for the (editorial) subtitles instead of the actaatlio.

137 Rapublicainfluenced Da Weasel, one of the oldest hip hagegts in Portugal (since 1993), in their
albumDou-lhe Com A AImé1995). The group, that had previously been rappirignglish,
pioneeringly wrote all the songs in Portuguese sB&G, another performer and producer of
Rapublica has also been influential in this respect.
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expressive culture. Inspired by the example of BeazMarcelo D2, blending samba
with hip hop, the press kit gives similar exampied.isbon after the year 2068:
Cool Hipnoise’s different approach to Brazilian ttps; Kussundulola’s Angolan-
inspired reggae; the vitality of Creole in the nausf Nigga Poison and Chullage;
Buraka Som Sistema’s dissemination of the Luandadalance genre kuduro; and
the success of Lura and Sara Tavares on the warkicnscene, “whether following
the traditions of Cape Verde, as in the case ofdhmer, or fusing elements, as in the
case of the latter” (Ibid.). As pointed out by dhgk in the documentary, morna and
funana are being brought into hip hop while Angelare discovering Brazilian
samba and Cape Verdians get to know Angolan searthyice versa. “The music
from these countries is bringing us together. Wik lat what is coming out of these
countries and we are creating a common repositofranscribed from

documentaryf?*

According to the documentary and press kit, theeiasing use of Portuguese and the
increasing hybridity of lusophone musics should ehav corresponding mercantile
answer, in order to be able to dissemirfatetuguese products made by lusophone
performers According to journalist Vitor Belanciano, “Porugge labels haven’t
tapped into that inexhaustible source of soundshviabounds in the Lisbon night
scene. It is unbelievable because this is exachgtwlistinguishes us. That's what
gives us our identity, us Lisbon, us Portugal,ha tonvergence of several cultures”
[transcribed from documentary]. Musician Sara Tasapoints out that both Lura,
Mariza, and herself work for non-Portuguese reamthpanie'®. “There is a big
interest outside of Portugal, but a lack of natiangestment in people here. People
that come to visit Portugal always expect to healof’ she says [transcribed from
documentary]. Finally, Tito Paris -owner of CasaMiarna*! in Alcantara, giving a
stage to young migrant musicians from Portugueselspg countries- calls for
institutional action. “Portugal at this stage hasgdoubtedly, a lot of potential. But the

138 The voice-over states that “Brazilian music is est visible lusophone music on the global
market, but artists of other lusophone countriesadso conquering their space.”

139 The voice-over states that “multiculturalism usessic as an element of integration”.
140 5ee paragraph 2.2. for a broader discussion ®fdka.

1L http://www.casadamorna.com.pt
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cultural entities, radio and TV stations, the mtiyisof cultural affairs, all must act
now” [transcribed from documentary]. However, elglited Portuguese record labels
have largely lagged behind in this process. Neabels such as Nylon, Norte Sul,
Enchufada, and Loop however have been pioneeripgamoting (local) lusophone
musics. José da Sil4 finally, suggests that the lusophone world neetisidgetary
system of incentives to expand its culture andxjmod it abroad. Without subsidies
for travel, video clips and festivals, it is diffit for musicians from Portuguese-
speaking countries to make it, he says [transcrified documentary].

3.4. Representation of lusophone musics

| will now describe what is represented, how and vidyom, followed by my

interpretation.

Lusofonia, a (r)evolucdostarts with an introductory screen text that aiats
reconciling a subjective narrative with journalistreatment*® The documentary
then subsequently shows mixed closeup images abapgoerforming on stage in
Lisbon; a voice singing “n&o se passa nada” [‘mathappens”]; the earth seen from
the moon [referring to globalization?]; moving inesgshot from a car driving through
the city; a video clip of an unidentified musiciamidst television screens; and
satellite images zooming in on Lisbon’s city gridhe documentary’'s title
simultaneously appears in English and Portugulss,geemingly wanting to connect
Portugal’s lusophone musicians to similar globahtts. A female voice-over states

that “a new image of Portuguese music is in magilbaround the world.”

Flashy graphics guide the viewer through the docuamg. As its main ideas and

objectives are already materialized in the pregsakidiovisual material can be fully

142 Editor of Lusafrica, based in Paris, talks abbetdifferences in incentives between France and
Portugal (also see paragraph 2.2.).

143«Este documentario é unvasao subjectivaobre o percurso temporal e a identidade musical
lusofono -que integra influéncias de Portugal, Bea®ALOP- [e] tem como objectivo a sua
divulgagdo. Todos os fragmentos das obras incluidste documentéario tém caracter informativo e
foram submetidos miatamento jornalisticd [my italics].
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utilized to drive the scriptwriters’ points homehére is a limited amount of binding
text between the songs (female voice-over). Betwash during interviews, music
can always be heard and video clips abound. Fon eaddhese soundtracks, the
artist/title/year is continuously indicated at th@tom of the screen.

The interviews are conducted both during the day ainnight mainly against the
canvas of daily life in Lisbon, be it on a stairway a living room, in a self-made
studio, in an office, or in front of residentialilaings. The suggestion given seems
that lusophone musics can be heard in the citylgary places, being part and parcel
of daily reality. The UIK project video clip is exglary in that singer (with a
megaphone), bass player and drummer (with kit)goerfamong people in a subway
train and on a vegetable market.

The story of decolonization and subsequent mignatoPortugal -both afetornados
and Africans- as well as its effects on expressiMéure in Portugal, is conveyed by
means of pictures and audio fragments from colonmés, old film archives of
historical events, music video clips of the 197@d 4980s, and moving images of
Portuguese-speaking countries today (Cape VerdgplanBrazil and Portugal are
shown). The suggestion seems to be hsdfoniais a continuing and constitutive
part of the daily life of the countries and diasggothat form part of it.

EMI-editor David Ferreira is filmed saying that dyghone musics bring people
together: it is what they identify with. “This relation already exists in the way
children interact in school, [between black en whibyfriends and girlfriends], and
in the way we see musicians working together [bui there is still this crust in

society Major radio stations and record labels seem tatreceptive to all this”

[transcribed from documentary]. Celina Pereira agp&Verdian musician who also
has been active in the field of cultural educaimiisbon’s primary schools- thinks
there is a “similarity in terms of emotions whichiveés people into recognizing
themselves in the other” [transcribed from docuraeit Da Weasel, finally,

implicitly points to the need fdusofoniaas a uniting factor: “what we need is to find
an identity because sampling from our heritageetry vmportant. It's all there for the
picking” [transcribed from documentary]. This idedacitly but intimately connected

with the concepts of power and agency. Interteituadferring to the Carnation
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revolution of 25 April 1974 (indirectly caused byeats in the then colonial PALOP,
and leading to their subsequent decolonizationg documentary shows a DJ
scratching in front of a national guard at Lisbohistoric Largo do Carmo, together
with revolutionary fresco’s and graffiti.

Lusofonia, a (r)evoluca@adopts a rather mercantile approach. It links ugaits
colonial past to the insufficient marketing of nagt musicians from Portuguese-
speaking countries. The musicians that are inteietiealready have some degree of
visibility: most of them have a record label thatbfishes their work, and have
produced video clips. This may well serve the goiathe documentary, reaching
wider audiences by portraying more or less familderviewees. However, migrant
musicians from Portuguese-speaking countries agrithesroots level (playing in bars,
restaurants or associations) are not represented.

Because of the focus on recording musicians, padace practice and public
reception are less well represented. Instead, dedomusic is aired and video clips
are shown. A large amount of these clips show smerssimages of the artists’ place
of origin. In the case of Lura, Bonga, Cesaria Bydicheka and others, this entails a
combination of dancers, beaches and local populdtiat rather evokes a touristic
notion of ‘easy life**% Black girls in bikini dancing, together or apavith male
dancers with nude torso, create a strong visuak Ibetween music and
body/dance/sensuality® This relationship between music and dance alsaairesn
transnationally visible in Lisbon, through parts ke performances that are
incorporated into the documentary. Live recordifeguring Maria J6ao and Mario
Laginha, Da Weasel, Conjunto Ngonguenha, Boss A@Galta Som Sistema, and
Sara Tavares show an ecstatic public dancing. @Giyepeaking however, the actual

performance practice of the portrayed musiciardsent.

144 | ess frequently, social realites and city life al®o portrayed.

145 As pointed out to me via e-mail by Jorge de Lar8amost of these 'sensuous clips' are not made by
RBMA, but by the musicians’ record labels. He aggifeomo é 6bvio a RBMA néo produziu todo o
'footage’, ficou integrando bastante trechos geeslde editoras ou artistas. Mas mesmo assim [,] a
RBMA néo deixa de ser ou de reclamar-se como upécesde plataforma performativa no sentido

em que ela acaba por criar a realidade que elgpestiovendo - para parafrasear Austin ela 'dizai
para ‘'fazé-las'.”

| think it would be interesting to investigate inttho has the editing ‘final word’ regarding theséen
clips: the artist or the record company? And dg thence create or recreate the public’s expectsion
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3.4. Conclusion

Lusofonia, a (r)evolucasonically embodies the idea loisofonia At the same time,

it promotes musical hybrids in Portugal. To do the, Portuguese delegation of Red
Bull Music Academy (RBMA) focused on the cosmogaolittonnections of Lisbon as
a postcolonial metropolis. They constructed a naeahat suggests that lusophone
sounds have evolved but still belong together, n@akd strong plea for revalorizing
an historical notion ofusofonig that is also present in the ‘new multiculturalisha
generation of urban, hip hop influenced musiciafise use of Portuguese and the
increasing hybridity of lusophone musics should ehav corresponding mercantile
answer in Portugal that has largely been lackirgs Tan also be said to be true for
the documentary itself, which was influential inOBQ but is now difficult to buy.
Through the Internet however, this new image ofrtiRguese music’ can still reach

part of its intended audience.

Lusofonia, a (r)evolucamostly shows established musicians in the contéxh®
record industry. Meanwhile, musical dynamics andiaotransformations from
underlying migratory contexts are largely omittdd.is my hypothesis that a
representation ofusofonia in Lisbon could be further enriched by interviegin
migrant musicians from Portuguese-speaking counthat perform in the circuit of
bars, restaurants and associationslus®fonia as relevant to them as one would
believe after seeing the documenthnsofonia, a (r)evolucd| will explore the life
stories of these musicians through ethnographienmgwing and participatory
observation in chapter 5. | am especially intecksteexploring whether the concept

of lusofonia informs their musics, and if so, to what extent.
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4. Associacao Sons da Lusofonia and its festival Lisadistura

Travel with your ears (Christopher Borkowsky Akb&AHOMEX-director)**®

In this chapter, | will analyze the intermediaryerand actions of Sons da Lusofonia,
a voluntary association that has evokesbfoniaas part of its goals. | will analyze its
objectives, its initial evolution towards the Orgtra Sons da Lusofonia (1995), as
well as the musicians that it presents during Lashbstura - its yearly festival with

migrant musicians in Lisbon (since 2006). | havesdn to focus on the festival
dimension because it displays a specific kind stalirse that is consonant with the

associations’ objectives.

Using discourse analysis of ethnographic interviewd other materials pertaining to
the musicians and projects, and analyzing theagditin which | was present, | will
attempt to show how Lisboa Mistura constructs aatae towards interculturality
that is not in conflict with the Association’s aarl evocations of the concept of

lusofonid®”’.

4.1. Associacdo Sons da Lusofonia

The Associacd®ons da Lusofont&® was founded in Lisbon in 1996 by Portuguese

saxophone player Carlos Martlts One year earlier, Martins had already brought

148 | met Christopher Borkowsky Akbar in Recife -PEaBil in February 2005 during Portomusical 1,
which he organized. We had been on the same fdlaneg the conference, he gave me his name card
with this phrase on it.

147 By interculturality, | mean “a dynamic processwlyich people from different cultures interact to
learn about and question their own and each otbeltsres. Over time this may lead to cultural
change. It recognises the inequalities at worloiriety and the need to overcome these. It is aggmc
which requires mutual respect and acknowledges huights.”
http://www.coventry.ac.uk/researchnet/abc/a/4875

Also see Guilherme , Glaser and Méndez-Garcia (201is respect.

| have experienced difficulties in coming acrosaightforward definitions of ‘interculturality’ imther
academic literature.

148 http://www.sonsdalusofonia.com
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together PALOP migrant musicians in the OrquestvtasSda Lusofonia (see 4.2.).
However, in the yearly editions of the festival hig Misturd™ (see 4.3.), both
musicians from Portuguese-speaking countries aher®twere promoted.he 2008
edition of Lisboa Mistura saw the production of exies of 13 video programs, a

151 next to the Gala

documentary and a book [all under the ndosboa Misturd
Interculturat®® (18/12/2008), in co-organization with ACIDI, brazst by RTP and
recorded on the CDuntos na Diversidadelosing the European Year of Intercultural
Dialogue in Lisbon. Still in 2008, Oficinas Portgtde Musica (OPA) was initiated, a
pedagogical project of cultural intervention thrbuguusic for youngsters living in

Lisbon’s poorer neighborhoods®

Sons da Lusofonias supported by the Municipality of Lisbon througiGEAC -
Empresa de Gestdo de Equipamentos e Animacdo &ultdCIDI - Alto
Comissariado para a Imigracdo e o Didlogo Intencalt CIG - Comissdo para a
Cidadania e Igualdade de Género, and New Time RestHumanos. In the past, it
also received support by CNC - Centro Nacional déu€a, SIC Noticias, Subfilmes
Creative Network, and Castanheira SO0 Mdusica. Theodation promotes
“comprehensive interventions that ally social imégtion and global education to
music and the interaction between communities, leeapd arts*** It develops a
“[trabalho] de enriquecimento do patriménio comuns @aovos de lingua portuguesa,
fomentando o multiculturalismo e a interculturatidapromovendo a diversidade em

todas as suas éareas de actividade e, inclusivamaoteque respeita a sua

149 Carlos Martins -a Portuguese saxophone playainetaplayer and composer- studied at the
Conservatério Nacional (Lisbon), Fundacdo Calo@thenkian (Lisbon) and IX Seminario
Internacional de Musica (Barcelona). He has dedithtmself professionally to jazz, with a strong

link to art music, composing for music and dance af arranger, he has experimented with mixing
jazz and musica popular portuguesa.

Transcribed from Curvelo, Anténio (2010), ‘Carlogiins’, in Salwa Castelo-Branco (coord.) (2010),
Enciclopédia da Musica em Portugal no Século XXirculo de Leitores/Temas e Debates, pp. 747-8.

130 http://www.sonsdalusofonia.com/Projectos/Lisboatis2009/tabid/102/language/pt-
PT/Default.aspx

151 Associacdo Sons da Lusofonia (ed.) (2008%oa MisturalSBN 978-989-20-1364-0
152 pid.

153 The objective is allowing them to voice themseltresugh music, offering tools and ways to create
a proper identity inside the city's culture. htfgphslusofonia.blogspot.com

34 http://www.sonsdalusofonia.com
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implementacéo junto das varias comunidades residam area da Grande Lisboa”
(Martins 2010). As such, one of the associationammgoals is “contribuir para a

cooperacao cultural entre Portugal e os paisegplessao portuguesa, promovendo 0
desenvolvimento de uma identidade cultural basesala tradicbes comuns, mas

orientada para o futuro” (Ibid.).

4.2. Orqguestra Sons da Lusofonia

During a personal interview with Carlos Martins 8/2010, he talked about his
arrival in Lisbon from Alentejo, after having witseed manyretornados and
migrants from PALOP settling in Portugal during bdolescence. Besides his studies
in saxophone and composition at the ConservatGaicidvial, Martins performed with
African musicians in Lisbon’s clubs until the eathpurs. “Tinha muitos amigos
musicos que tinham acabado de chegar, que tinhagadb a Portugal também nesta
altura, de varios paises, e tocavamos tudo jur@esaria Evora [,] Tito Paris,
Paulinho Vieira, .... sO que havia s6 um [lugar$taealtura, que era o Bana, uma
discoteca” (Interview with Carlos Martins on 7/112)). Playing with PALOP migrant
musicians greatly influenced Martins. “Ganhei umspeto enorme, pois eu falava
com 0s musicos luso-africanos[,] eram pessoas [@auais ligava muito, aprendi
muito, e com as quais tinha uma relacédo de amijddsp deu-me uma grande ajuda
para eu no fundo viver a questédoidgerculturalidademental” [my italics] (lbid.).
Martins’ awareness of this interculturality stood stark contrast with a pejorative
societal conception of migrant musicians in Portagdhe time: “isto tudo aconteceu
numa altura em que [0S] muasicos quer no Ritz cluér qo Beleza ndo tinham a

minima dignidade na comunidade” (Ibid.).

Martins got fully involved with Lisbon’s migrant rsicians from Portuguese-
speaking countries in the mid 1990s, through Lish®84 and the foundation of the
association Sons da Lusofonia. He points out tietidn showed a lack of structure
and support, despite the artistic potential pres&m 1994, fui convidado para fazer
algumas coisas com musicos em termos culturaigivjaHpossibilidades mas poucos

recursos deste lado[.] Lisboa como capital da wultesta altura foi uma coisa
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desorganizada.” (lbid.). In 1995, Martins foundld ©Orquestra Sons da Lusofonia,
followed by the associacdo Sons da Lusofonia ir6198ncontramo-nos com [uns
20] musicos, ensaiavamos juntos, faziemos alguversteras muasicais digamos. [...]
A Orquestra era um grangeojectoportugués de divulgagdo dos musicos africanos,
fomos tocar em varios tipos de festivais internaai®. Depois 0s proprios artistas
[tornaram-se conhecidos] e nunca mais voltarangaestra” (Ibid.) [my italics]. Like
some voices in the documentdrysofonia, a (r)evolu¢cgoMartins points here at
Portugal’s privileged position in promoting lusopieomusics.

Martins criticizes the terntusofonig arguing that it has not been used appropriately.
He also questions the prefix ‘luso’, which in higw refers to ‘som luso’, ‘music
referring to or originating in Portugat®. “Eu dizia que dusofoniaé um conceito,
nos vivemos conceitos, so que, depois na praticaofoniaé o que nos fazemos. E o
gue noés fazemos tem sido mal feito. Portantlusafoniando existe enquanto uma
pratica boa, descontraida, qualitativa, de tracpAgora,] nés [portugueses$(em a
Lusofonia, ndo tinhamos tido condicdo nenhuma pamacarrar questdes
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interculturais’ " [my italics] (Ibid.). The latter statement hasamhed the festival

Lisboa Mistura since its beginning: “N6s chegamasraponto em que lasofonig é

0 que noés fazemos dela. E isto o que é o nossallimltom o festival Lisboa
Mistura” (Ibid.).

4.2. Festival Lisboa Mistura

As has been pointed out above, the festival Liskligtura (since 2006), has been
promoting both musicians from Portuguese-speakiognities as well as others,
demonstrating a shift in the public discourse os@&sacao Sons da Lusofonia from

1%54Um das problemas maiores que havia dosofonia-e eu disse isso desde muito cedo- foi:
lusofoniaé uma coisa fechada, e quanto mais fechado, staislé (Interview with Carlos Martins,
7/1/2010).

136 |nformally, after the interview, Martins made tudlowing, interesting statement: “O que seria

Portugal sem lusofoni&? Ser& que os brasileiros sao lusofonos, ou que gunesomos luséfonos por
causa dos brasileiro$7my italics]

51



lusofoniatowards interculturality. Below, | will analyzestiourse and the selection in
turn of musicians and projects in the festival’sieds that | attended (28-29/11/2008
and 28-29/11/2009).

In 2008>’, there were 3 important projects: Lis-Nave, Féstarcultural and Novos
Sons. Lis-Nave mainly counted on the participation of migrant miss from
Portuguese-speaking countfi€s Festa Intercultural brought music, dance and
performative arts from Portuguese-speaking countia others® andNovos Sons
was a pedagogical artistic project presenting ysterg of Lisbon’s neighborhoods,
mostly bringing hip-hof®. Beside these three main projects, the book and
documentary.isboa Misturawere launched.

In 2009°%, the 3 main projects of 2008 were continueis-Nave 2009
brought together 18 musicians - Portuguese, Mozezanbiand Angolan migrant
musicians - under the name Kota Cool Afrobeat Qrg¥ Festa Cultural was in
part continuetf® and Novos Sonscontinued into Oficina Portatil de Artes (OPA).
Additionally, the booK_uso-Tropicalia(Tatiana Macedo) and a phonogram resulting
from the ACIDI-project Escolhas were also launched.

Many of the featured musicians have connectiond Wibrtuguese-speaking
countries (as first or second generation migraiisg¢se musicians are either focusing
on the traditions of their country of origin, oreamaking hybrid musics. Parts of

57 http://www.sonsdalusofonia.com/Projectos/LisboaMis2008/tabid/72/language/pt-
PT/Default.aspx

18 NBC, Bob the Rage Sense, Skunk, Cacique '97, Kijabate, Galissa, Buba Djabate, Makongo,
Orelha Negra, André Fernandes Quinteto, Marta HuGonple Coffee, a.o

159 Dimitry Bogomolov (Russia), Miguel Serm&o (AngolBanca do Ledo (China), Batucadeiras
(Cape Verde), Galiss&dra from Guinea-Bissau), Awaaz (music and dance frodial), Muzenza
(capoeira, maculelé and roda de samba from Br&alkpto Yetu (African dance from Portugal), and
Ana Marta, Antonio Jorge and Gilberto Silva (faBoytugal)

180 Orquestra de percusséo Kukiiro, Soldado RevoliégionPeter Mastah e Mandiglas, Movifem, and
10080 RPM

181 hitp://www.sonsdalusofonia.com/Projectos/LisboaMis2009/tabid/102/language/pt-
PT/Default.aspx

%2 The group in fact united members of Cool HipnoiBerrakota e Cacique '97), with a guest
performance of Carlos Martins on saxophone durimgaf the final songs.

183 performances of André Cabaco Quintet (MozambicDajmen Souza (Cape Verde), Batida

(Portugal/Angola), Dhoad Gypsies from Rajasthadiéljy Ciganos d’Ouro (gypsy community of
Portugal), a.o.
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projects such as Lis-Nave, Festa Intercultulakboa Mistura TV and Luso-
Tropicélia point to the continued importance of the concdpusofonia In general
however, presentations aim to foment interculttyaind to promote diversity, using
the artistic human capital of resident communitésisbon. This is in line with the

objectives of Associacdo Sons da Lusofonia.

The festival Lisboa Mistura is explicit about tleef thalusofoniaforms the basis for
interculturality in Lisbon. Lusophone cultures dneterogenous, stusofonia is
necessarily intercultural. Carlos Martins confirméd idea during our interview on
7/1/2010. “A nossa relacao extende-se muito alémustHonig e 0 nosso interesse €
obviamente de cosmopolitismo, que é o meu interessial.” (Ibid.) In this sense,
Lisboa Mistura is “uma evolucdo de toda a relagda tom os povos de lingua
portuguesa,” pointing at the importance of thetr@abetweerusofoniaand “extra-
lusofonid [Carlos Martins’ term] (lbid.). As Martins pointsut, this relation seems to
point both to non-lusophone sounds within Lisbaniathe relationship dtisofonia
with other cultural systems that are based on anommlanguage (e.g. English
Commonwealth, Francofonie).

According to Martins, Lisbon is in need iitercultural spotsto achieve this
goal, “sitios onde pudesse haver actividades inlen@is de forma fluida. Ha poucos
sitios onde isso acontece, havia Beleza que fegiwsi ha clubes, como Tito Paris e
a Casa da Morna[,] pois ha outros onde se faz raste tal, mas na verdade ndo ha
sitios” (Ibid.)*** He argues that amtercultural forumis necessary to coordinate
these musical activities in Lisbon, stimulatingertiulturality and working together
with other associations in the field. “O que fa#tdaem Lisboa é um Forum de
Interculturalidad®®, um forum permanente sobre interculturalidade kcées
transculturais, a criar, desenvolver e patrocioan outros entidades que ja trabalham

nessa area, [a criar] pontes de relagdo, [e] cooniagdo de marketing tacticas.

164 Referring to Africa.Cont, Martins states: “Um censé para Africa nao pode ser, Lisboa tem
imensa gente, e 0 cosmopolitismo de Lisboa exige dmque Africa. [...] Se isso teria ter feito 20
anos antes, era 6ptimo.” (Interview with Carlos tifes; 7/1/2010).

185«A Pedagogia e a Cooperacao através das artesparéicular na area da musica e comportamentos
expressivos, servem como veiculos de comunicagéiegiados, no sentido de consolidar a rede de
cooperacdo cultural e técnica que gostariamosrdmr® um ‘Férum Intercultural’ na cidade de Lishoa
(Martins 2010).
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Deveria ter um lugar fixo também, mas ndo é o ¢issedo forum” (Ibid.)*®
According to Martins, interculturality is essential empowering development of

migrant communities and a society in genétal.

4.4. Conclusion

Through an analysis of objectives and expressilterey | have tried to show how the
festival Lisboa Mistura explicitly evokes the coptef interculturality, using local
migrant musicians and their communities of greaisbon. The festivals does not
actively use the concept aisofonig even though it features many musicians from
lusophone countries.

Carlos Matrtins, the festival's director and founddr Associacdo Sons da
Lusofonia, however affirms thdtisofonia forms the basis for interculturality in
Lisbon, explicit in its goals about wanting to makecultural contribution between
Portugal and other Portuguese-speaking countnemqting a cultural identity that is
based on common traditions towards the future.

| thus argue that the festival Lisboa Mistura wonkgh the notion of
interculturality that is not in conflict with Assiagédo Sons da Lusofonia earlier
evocations of the concept lnisofonig as evident from the rhetoric used at the time of
Orguestra Sons da Lusofonia. The cultures of Podsgrspeaking countries are

heterogenous, which makiesofonianecessarily intercultural.

186 Martins points at the responsability of transnadidnstitutions such as CPLP in this respect: “A
CPLP presta muito pouco ao nivel de conhecimemtaye se fundou ndo sobre a cultura mas sim
sobre a questdo empresarial, que é um erro est@g@ve. [...] Fazem pouco enquanto a cultut, é
pouco que fazem esta mal feito e ndo tem visaarellt (Interview with Carlos Martins, 7/1/2010).

187«3urge a necessidade de criar uma intervencacirteral onde a criativadade humana é assumida
como um poderoso instrumento de comunicacdo, d®unde clarificacdo das nossas diferencas, e
que muitas vezes o outro somos fB$do cruzamento intercultural que nascem a foegas

caminhos para o desenvolvimerify italics] (Associagcdo Sons da Lusofonia (€2DD8).
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5. Portuguese-speaking migrant musicians in Lisbon
Modernizar o passado é uma revolugéo musical (CBdence & Nagéo Zumbif®

In this chapter, | will analyze how musicians fradifferent countries that speak
Portuguese conceptualize the notionusfofoniaand how this concept might affect
their creative work and their opportunities to pemi®® In addition, | will propose a

management model based on collaboration betwedmorigs and associations that
could contribute to increasing the visibility of daprofessional opportunities for

migrant musicians from Portuguese-speaking coumninie.isbon and abroad.

My analysis is based on ethnographic interviews padicipant-observation with
selected musicians from Lusophone countries (se&).APdesigned an interview
guide (see AP2) including questions ablusiofonig language and music as well as
the context of (lusophone) musics in Lisbon. | tetdreach interview with open
guestions, only discussing concepts (suchlusofonig or categories (such as
lusophone musics) as the interview progressed faticese denominations were not
emically used. Starting with life stories, | addmed specific topics related to my

research questions.

A specific focus for the selection of intervieweésigrant musicians from
Portuguese-speaking countries in Lisbon) arosendwthnographic research. A first
selection criterion was nationality (different Rmytiese-speaking countries), given the
contrast between the transnational dimensiotusdfoniaand the identification of
many interviewess with their former home countryecéd, | grouped some
musicians -all singer-songwriters that have largglgrformed outside of the
commercial circuit- together, given the similaritf their discourse. Third, all

interviewees are first generation musicians, allgvior an applied transnational

188 Chico Science & Nacdo Zumbi (1996), ‘Mondlogo @odp ouvido’ Afrociberdelia Sony Brazil
1891 have also carried out discourse analysis in ¢iithe concepts of interculturality and

cosmopolitanism; interestingly, except for 2 maadioccurrences, these have not been emically used
by any interviewee.
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perspective. | interviewed the following musicidfisAldo Mila (Angola), Guto Pires
(Guinea-Bissau), Jefferson Negreiros (Brazil), Taase (Sdo Tomé and Principe),
José Amaral (East Timor), Zézé Barbosa (Cape Verde)l Costa Neto
(Mozambique). These singer-songwriters mostly rdghe music that they make as
traditional, being all first generation migranteey maintain strong (emotional or
physical) connections with their home countriese Tridividual experience of each of
these musicians addresses my research problemvirdous individual perspectives.
How do they see themselves? Do they link themsetvéise idea ofusofoni&? How
doeslusofonia possibly affect their relationship to other musisato Portuguese

institutions and to their own creative processes?

| have observed individual performances of my wiwees in restaurants and bars in
Lisbon: Aldo Mila in Irish Pub O’Gilins, JeffersoNegreiros with Dona Cand in
Onda Jazz and with Banda Toque de Classe in Cubee,LiJosé Amaral in
Associacao Solidariedade Imigrante (SOLIM), Tondoastaurant Sabor ao Brasil,
Costa Neto in FNAC Colombo café, and Zézé Barbonsasisociacdo Caboverdiana

Casa Mae.

5.1.Lusofoniaand language

Most of the interviewees first relabesofoniawith the issue of language. They point
out that Portuguese can be seen as a languagefichtion. However, they indicate
that the protagonism of Portuguese may not imgdgstcolonial cultural imperialism.
Indigenous languages and local Portuguese vargrisld be approached without
preconceptions. For CNusofonia “enquanto uma comunidade de paises que tém
como coisa em comum uma lingua oficial que falasspié importante, é um
contributo muito grande, mas € preciso ter estetadas em relacdo a mal usar isso

para fazer desaparecer outras coisas né [,] conaoidéma ainda oportunista que as

101 will use initials to make identification easiésM (Aldo Mil4); CN (Costa Neto); GP (Guto Pires);
JA (José Amaral); JN (Jefferson Negreiros); TO @aas) and ZB (Zézé Barbosa). BV refers to
myself as interviewer.

As | have done elsewhere in this thesis, | willdade key words imegrito, and leading arguments in
italics.

56



vezes faz sentir de querer prevalecer determinadétsiras acima de outras”
(Interview with CN, 10/12/2009). For AM ]dsofoniaé um fendmeno de 500 anos”
that has acquired another meaning, as well asat gretagonism, since the PALOP
gained their independency. “Todas as pessoas artentlo menos falam portugués,
a lingua de unificacdo, de unidade. A independéweia dar uma forca, porque
antigamente era todo mundo portugués nao €” (lierwith AM, 27/11 and
4/12/20009).

GP argues that, although ‘asofonia significa ‘luso’, Portugal, portugués”, its
strength today can be found outside of PortugaBrawil and PALOP: “penso que,
ndo Portugal mas outros paises, tém mais condig@esnais tranquilos, para fazer
entrar cada vez mais a lingua portuguesa” (Interviith GP, 18/12/2009). For CN,
this also entails to assume “a lingua portuguesaoca nossa, com todas as formas
gue ela ganha, em funcéo das diversas origensdaeura, ou entdo ndo vale a pena,
porque nao se pode ter um complexo de que, porp®earn caso da musica, a lingua
portuguesa s6 fica bonita cantada desta forma queds’’* (Interview with CN,
10/12/2009).

JN points to the global influence of Brazil in prolgating Portuguese: “tudo

relacionado a lingua portuguesa hoje eu acho aoai€ puxado ao Brasil, no geral e
na musica e cultura” (Interview with JN, 10/11/2G0%1 4/2/2010). This has a certain
logic given its demography and migrants abroad. él@r, mediatic contact with

Portugal and other Portuguese-speaking countriasrégatively recent phenomenon
in Brazil. As JN points out, “n6s temos Portugaltakevisdo ha 5 anos, antes néo.
Era, ‘ah, é Portugal’. Hoje vocé tem mesmo Portugab s6 pela televisdo, mas
também pela Internet. Entao n0s comecamos a emtgn@elingua portuguesa no

Brasil. [E] a musica facilitou” (Ibid.).

1 According to CN, “n&do se pode ter um complexo de que a lingua portuguesa s6 fica bonita no
fado, que a lingua portuguesa so fica bonita cartadbrasileiro, pronto mas isto também é um pouco
uma luta, entre aspas, que nos também vivemos faassim que ainda ha algum preconceito: a lingua
portuguesa quando é falada com sonoridade afr@iada é olhado como uma forma mais ... como é
gue ia o dizer ... a forma mais baixa de falar dygués [.] Devidamente falada néo significa falar

igual ao outro, falar como eu sei, como me sinta,b&o vou falar como portugués, nem um
portugués do continente vai falar igual a um agmria(Interview with CN, 10/12/2009).
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In sum, the breadth of contemporary Portuguese doesonfine itself to one nation
state, but to (the interrelations between) sevdtaik plural belonging opens the way
for a valorization of othelocal languages, dialect@and cultures. As pointed out by
AM, “o facto do portugués ser uma lingua de unida@deional ao nivel do
pensamento publico ndo significa que temos queirtimita a expressividade estética-
cultural nas linguas dos respectivos povos ou s4giapos étnicos desses povés”
(Interview with AM, 27/11 and 4/12/2009). GP inghsense points to Creole, that
today “é considerada a lingua nacional de GuinéaBisenquanto o portugués é a
lingua oficial” (Interview with GP, 18/12/2009). F®O, talking about Sdo Tomé and
Principe, also English and French can be internatioehicles of dissemination.
“Portugués ouve-se em toda parte do mundo, poigstasnos numa zona francofona,
e inglés é uma lingua internacional que todos falgimterview with TO,
14/12/2009).

Most of my interviewees sing in their mother tongared other local languages or
dialects of their countries of origin, next to Rgtiese. GP sings in urban Creole, next
to Portuguese and languages of various ethnic grauyeh as Balanza and Mandinga.
JA recorded a CD in 3 languages: Mumbai, TetumRmduguese. In various cases,
Portuguese is thus not the first or only langudgéeinterviewees. As JA points out,
“cantar em portugués ndo tem o mesmo sabor do aptarcem Tetum, né. Nés na
altura ndo sentimos obrigado a fazer isso [cantar mortugués], era uma
espontaneidade” (Interview with JA, 5/1/2010). Z&as a similar phenomenon with
some Creole speakers that start to sing in Poraggiea gente de Cabo Verde que
canta criolo e depois de repente ta com portugugsianta bem! Até as vezes gosto
de ouvir estas pessoas a cantarem mais, e digd, ®u a gostar de ouvir cantar-te
em portugués, né, e isto em Portugal” (Intervieth\wiB, 26/11/2009).

These interviewees thus indicate their languagg #ne used to and might be
inclined to use in their communication. They alsmnp to power-related ambiguity
between Portuguese and other languages of Porewgpesking countries. CN who
sings in Ronga and Portuguese, is aware of thig: péssoalmente ja ouvi pessoas

dizerem que em relacdo aos minhas proprias musitias, mais se calhar tu deverias

172 AM signals that these local languages “séo o sapmitural local, isto quer dizer, em que a lingua
€ practicamente um instrumento da memodria culaspécifico desses povos, ndo €?” (Interview with
AM, 27/11 and 4/12/2009).
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cantar com os teus idiomas’, e nunca me souberaircaxporqué. Claro que nunca
vou interpretar uma musica do Mogcambique, uma muasimha em portugués igual
ao fadista, nem igual a um cantor de samba, sdMod@ambique*’®

CN, 10/12/2009).

(Interview with

5.2.Lusofoniaand music

In this paragraph, | will attempt to understand howgrant musicians from
Portuguese-speaking countries in Lisbon value tmeept oflusofonia I will explore
whether the concept dfisofoniacontributes to creating a new identification bedwe
musicians coming from Portuguese-speaking counteesling to their collaboration.
| will also analyze the musics that are often labdeds ‘musica lusofona’ [lusophone
musics{’ by some musicians, publishers, cultural entrepmenejournalists and

others!”

For many interviewees, the connection to languagblpmatizes a rigid definition of
‘muasica luséfona’, a denomination that not all of them emically uds.AM points
out, “O que é musica lus6fona? E a musica dos pafseanos de lingua portuguesa
mais as suas linguas locais, ou é s0 a musicaalssspde lingua oficial portuguesa
simplesmente em portugués? O que eu tenho vefiegaquando se trata de ‘mais as

linguas locais’, este lado estd em dificuldade’tefiview with AM, 27/11 and

173 CN: “Eu canto mais em ronga que é um idioma gleerfeelhor, com o qual cresci né, ocorre-me
muitas vezes que estou a comunicar-me em um idipmando tem convencdo ortografica.” (Interview
with CN, 10/12/2009).

74 Virginia Bras Gomes, not included here becauseyfocus on countries instead of regions (Bras
Gomes talks about Goa), offers an interestingraiin between musics sung in the Portuguese
language (nusicas lus6fonasand all musics existing in the territory of P@ixese-speaking countries
(‘musicas da lusofonjan this respect:

“Eu néo sei se ha muitausica lus6fon@omo tal. Eu penso que pode haver um conceitoltiica da
Lusofonia ou seja, de todos esses povos que partilharanPcotmgal a sua histéria. [MUsica

lus6fona:] eu aqui acho entender uma uniformizagfonado é vantajosa, porque penso que se perderia
um bocado o conceito dos diferentes componentéssdéonia[...] Nao seria um win win situation

para ninguém” (Interview with Virginia Bras Gom@&$1/2010, my italics).

75 Interesting in this respect is the question-regglgtion ‘O que é a musica luséfona para ti? Como a

sentes? on the blog Caipirinha Lounge, availablmemt http://lusotunes.blogspot.com/2010/03/o-
gue-significa-musica-lusofona-para-ti.html
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4/12/2009). Asked about the utility of PortugueSh, echoes AM: “primeiro, assumir
a lingua portuguesa como a minha também. [Elap&aie da nossa cultura, sdo mais
de 500 anos com a lingua portuguesa em Moc¢ambidag.ndo posso dizer que sé
falo portugués”® (Interview with CN, 10/12/2009). Finally, GP thikhat “se nés
africanos deixarmos de cantar em portugués, jaexisiiria muasica luséfona.[...]
Poderia ter crescido mais. Mas nao cresceu tamtw aevia” (Interview with GP,
18/12/2009).

For Brazilian JN, the joint use of Portuguese seémbe interesting in
understanding other cultures: “Entaduaofoniafaz o qué? Com que a lingua seja
uma coisa magica, que eu sei 0 que os brasilestés eizendo sei 0 que os africanos
estdo dizendo, tudo. [...] Entdo o que acontecefueummum show onde cantaram
criolo. Um batida muito legal, s6 que n&o sei o fudizendo. Talvez se eu souber o
gue ta dizendo, aquela muasica para mim seria mag @nterview with JN,
10/11/2009 and 4/2/2010).

This is conflicting with the view expressed by AMat argues that a specific
focus on ‘masica luséfona’ is “limitante, porquepermite exprimir s6 uma parte”
(Interview with AM, 27/11 and 4/12/2009). AM alsmgits a contrast between
traditional music and electronically generated muasi disliking the denomination
‘masica luséfona’, pointing to the role of Portugaemedia such as RDP/RTP Africa
in promoting the latter. He argues that “a musitafona foi criada por um prototipo
estruturado por uns especialistas ca no radio;aghe um abuso de confiancia da
cultura africana. Quase 80% da musica l& é elacaprcomo aquela bateria
electronica [bate um ritmo na mesa], cantada enugoés. O africano precisa de ser
integrado no seu proprio pais, com 0s seus proprgigImentos, com a sua propria
cultura. Eu ndo me revejo nesta Africa” (Ibid.). Asuggests that RDP/RTP Africa
“tem muito poucas musicas de outros paises ques@dae expressao portuguesa’,

should conduct a survey “a perguntar se os afreg@ootugueses ou os africanos dos

78 Interesting is Antdnio Pires’ remark: “Temos qeqeber que o portugués foi a lingua dominante
em Angola, Cabo Verde, Guiné, Mocambique, e ougo&odrios durante alguns tempos. Mas as
populacdes locais nunca deixaram de utilizar as Boguas. [E] o caso especial por exemplo de
Guiné-Bissau e de Cabo Verde, onde foi criadoaarné. [...]JIsto ja € uma barreira a um conceito
alargado de Lusofonia. Porque Lusofonia, e ndo kindofonia?Ok, ha uma lingua em comum, mas o
portugués do Brasil é diferente do portugués déuBal, como ¢é diferente do criolo do Cabo Verde.”
(Interview with Anténio Pires, 13/11/2009, my it).

A. Pires is a Lisbon-based world Music DJ and farBidz journalist that has explicitly written abbu
lusofoniaand lusophone migrant musicians in Portugal. He wgerviewed in a initial stage of my

field research.
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PALOP se revejam numa radio assim” (Ibid.). Thignisine with GP that signals a

Portuguese lack in relation to what he calls ‘ietetual music’. “E o matriz de um

dado pais. Eu, musica banal ndo faco. A musican® ammida: muito gente esta com
fome e ndo sabe comer. Para mim kizomba é hambuegnéo enche” (Interview

with GP, 18/12/20009).

Various interviewees indicate growing interaction between Portuguese-speaking
musicians and musics, as part of a daily realilythle vast majority of cases, the
groups in which the interviewees play or have pliayaite members originating in
CPLP-countries. GP has worked with “toda gente d¢qoea bem, brasileiros,
portugueses, africanos,” recording his first cdsmigortugueses, com angolano, com
mocambicano, com senegaleses, com caboverdiano,s&onomenses” (Interview
with GP, 18/12/2009). AM also put quality befordiamaality: “a minha banda tem
Mocambique, Guiné, Brasil, Cabo Verde. Sempre quedi ca em Portugal, tocava
com pessoas de varias nacionalidades. Para jés@uE muasicos que, antes de serem
nacionais, sabem exprimir tecnicamente aquilo gqeeigo” (Interview with AM,
27/11 and 4/12/2009). ZB states that today, “ms® Cabo Verde pode[m] cantar
com musicos de Angola, ou Angola canta com Cabad&/e©u Cabo Verde com
Portugal. Agora esta a acontecer muito. Nos padosa dos palcos, nos estudios de
gravacao, e na parte comercial também” (Interviéth €8, 26/11/2009).

Interaction in terms of musical repertoire origingtin Portuguese-speaking
countries is also frequent, as individuals or geobpng covers of popular artists. As
TO points out, “aprendi mais com a musica brasiledaboverdiana, portuguesa,
angolana, do que propriamente com a musica de 8é&e € Principe. Mais e mais,
compartilhamos uma coisa mais consistente, queapgashar mais divulgacéo”
(Interview with TO, 14/12/2009). This translateseif in TO’s performance practice.
“Eu canto fado numa questdo de fazer um gesto a&go[.] Eu faco musica de
animacgao, com aquilo que € bom da mausica portuglbeasileira, africana no seu
todo. Normalmente, o espaco onde eu vou sé gostande bossa nova, timbaladas
ou uma valsa espanhola[.] Depois gosto muito daca(sortuguesa. Mas também
toco muita musica da minha terra” (Ibid.). GP isrenexperimental in his approach:
bringing genres such as balanga and gumbe, hettriesake “aquela mescla com
musica de Angola, Mocambique, musica europeia,,rpakk, e, porque nao, salsa.

Eu mesclo quando acho bem, posso mesclar, fazesroentos” (Interview with GP,
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18/12/2009). A similar mix of traditional and expeental elements is clear from AM
with his band Africa Beat. Finally, a more essdigiaview is suggested by JN,
pointing at the influence of Brazilian music: “podeegar musica de qualquer lugar
do mundo[,] nés vamadsrasilearela” (Interview with JN, 10/11/2009 and 4/2/2010).
This seems clear from the latter's work as perowssi in the Portuguese-Brazilian

band Dona Canb.

The musicians from Portuguese-speaking countrigsl timterviewed play together at
informal jams, as special guests at each othersetts) in special projects inspired by
lusofoniaor at festivals'’ (in Lisbon and in other centers of the lusophooeldy that
are using the concept @dsofoniato promote musicians from Portuguese-speaking
countries. As for the latter, certain interviewess;h as TO, JA, JN, CN and GP were
lucky enough to participate in them. TO, for exaeparticipated in a festival for
CPLP"® connected to a seminar about the chambers of epoenof the Portuguese-
speaking countries, in Brazil. “Foi um festival naubom e interessante que juntou a
comunidade toda. Havia [entre] 50 e 100 patrociregjoempresas e pessoas. Acho
gue o esforco que a CPLP fez foi de sensibilizagaestivais tém um papel
importante na divulgacao da nossa cultura, pardoaque ha, ta justo, se puder fazer
mais, 6ptimo” (Interview with TO, 14/12/2009).

In contrast, for interviewees such like ZB, thiangnational festivals circuit
inspired by the concept dfisofoniaseems that of the ‘happy few’, resembling a
closed circle controlled by impresarios: “O circiégzhado é para aquelas pessoas que
querem ir mais longe, entdo fecham aquele cirgoéa ninguém mais[.] H& um
festival ali! Vai o fulano. Um festival ndo sei Qu&ai o mesmo fulano. [O]
empressario dele ta a rodar para os sitios todmsesta a dar oportunidade de voz a
outras pessoas” (Interview with ZB, 26/11/2009).

Cultural entrepreneurs have recently brought tinessicians together to serve
political and cultural goals on a transnationalelevThis takes place at official

7 |n this respect please see paragraph 2.4.

8 TO: “Havia Manecas Costa de Guiné-Bissau, Titasfrapresentava Cabo Verde, Don Kikas de
Angola, Raquel Tavares fadista de Portugal, Zé Ahdo Timor, as Timbila Muzimba de
Mocambique, eu de Sdo Tomé e Principe, [entre liffocamos todosepresentando a musica do
nosso paisManecas Costa foi 0 grande orquestrador dist. fud] Correu tudo bem, eu em Abril
[2010] vou la outra vez, para Brasilia, tambémitawan evento da CPLP” [in fact ‘Nossa Lingua,
Nossa Musica’; see paragraph 2.2.]" (Interview Wilith, 14/12/2009, my italics).
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occasions in Portuguese-speaking capitals, allowngicians to play their own
work. | argue that their presence has a doublayutil both legitimates/illustrates the
transnational focus of the organizer as it promdhkes musician individually and

internationally.

However, this growing interactiordoes not contribute to creating a new
identification between musicians that are coming from Portuguese-speaking
countries. They seem to identify themselves inti@tato their mother country or
continent (such as Brazil and Africa), but not e folitical concept ofusofonia
None of the musicians interviewed emically use twcept of lusofonia to
denominate their interaction with other musician®nf Portuguese-speaking
countries.Lusofoniais a theoretical concept with little or no praaticelevance for
Portuguese-speaking migrant musicians.

All interviewees connect their music directly toeithhome country. They
consider themselves cultural agents that use nass@& way of preserving tradition.
Most of all, they want to safeguard ‘traditional sraj, promoting their native cultural
values and languages, by using Lisbon as a comiairrgcspace’®. AM puts it as
follows: “primeiro, antes do mais, sou Aldo Milageico angolano, mas ha também a
vertente cosmopodlita, como cidaddo do mundo nEy.kai de Angola e vim para o
mundo, vim pra Portugal[,] mas fui carimbado” (lmiew with AM, 27/11 and
4/12/2009). As GP points out, “além de mostrar mtexto musical, também pretendo
mostrar o ritmo e varios géeneros musicais que anddaestdo explorados, e mostrar a
ideologia musical de Guiné-Bissau: cancdes deialedge casamento, [e outros,] para
nao perdermos aquela educacgéo” (Interview withX8P,2/2009). This is in line with
JA: “uma coisa com a qual me sempre preocupei i@ tnha que ser melodias
originais e ritmos tradicionais de Timor. [Semprgsqgdivulgar] temas baseados na
situacdo que se vivia em Timor politicamente eucalinente” (Interview with JA,
5/1/2010).

The interviewed PALOP musicians largely see tharknas contributing to
the safeguarding and valorization of ‘African m@&sicCN indicates that “é mais

urgente defender a parte tradicional da musicajcalafricana neste caso, do que

179 CN: “Artistas, particularmente os misicos que @heco melhor, muitas vezes esquecem-se
daquilo que é a sua fungédo principal: antes derserésicos, sdo agentes culturais.” (Interview with
CN, 10/12/2009).
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aquilo que muita gente ja esta a fazer. Estou er:dialha, facam uso de mim para
valorizar o patriménio que € do mundo’, ndo é?tegliview with CN, 10/12/2009).
GP in this sense point to a bias towards Africarsiosiin Portugal: “Portugal exige
automaticamente que a musica seja daquela codebt@ngqueamento musicalem
gue passar por fado [.] Um africano tem que bramgaenusica para poder passar por
aqui. Acho que outros paises, Espanha para freéteyao branquear, 0 masico so
vai como ele é, negro, a fazer a sua musica nEgaaprimeira vez que estou a falar
isso, a vontade, porque ha sitios onde nem valena falar” (Interview with GP,
18/12/2009). GP describes his resistance to tlasspre to change his music to fit
Portuguese taste as “ uma luta” that has been gwirgince he arrived in Portugal 30
years ago.

The treatment of Brazilian musics in Portugal seémise the opposite of the
alledged musical whitening or devalorization of RM2 musics signaled above.
Brazilian musics seem to have a more intimate ioglahip with Portuguese musics,
as indicated by JN: “Fado, bossa nova: entdo igsar@lusofonia Porque a pessoa
gue ta aqui vai ouvir fado e vai perceber do rittadbossa nova. E a pessoa brasileira
gue vai ouvir fado vai conseguir aceitar porque teesa nova l1a” (Interview with
JN, 10/11/2009 and 4/2/2010).

The concept oflusofonid® may have no or little practical relevance for the
interviewees, but some of them do use the conceppainting out future
possibilities for migrant musicians, in order to promote or dimgate the expressive
culture of Portuguese-speaking countries.

For GP,lusofoniais a promising concept that does not receive ttemtion it
needs. “Ha algumas vozes que aproveitam esse namaecpnseguir artistas por
objectivos politicos, ainda ndo percebo porqud.Hxiste no papel. Mas na pratica?
Culturalmente, dusofoniando tem muito substancia[,] mas pode vir a tef. Nlao
tem substancia cultural porque os individuos gqu&oeka ndo sabem lidar com a
cultura” (Interview with GP, 18/12/2009). JN isfewor of lusofoniaas a marketing

term'®?, although he argues that Brazilian musicians moll sell more music because

180 As pointed out above, the conceptusgfofoniawas etically introduced halfway the interview,csn
it was not used by the interviewees themselves.

181 The idea ofusofoniaas a marketing label arose in various interviawdiscussing dissemination.
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of it. “Seria um bom titulo para trazer os paisadidgua portuguesa, seria como foi
feito com a Unido Europeia, porque havia algunsgsaflue estavam mal e 0s outros
tentaram ajudar né. Acaba se ajudando por alémmaridade, e acho que ha alguns
paises favoritos por estarem dentro ldsofonia [Mesmo assim,] eu acho que a
musica brasileira ndo entra dentro ldaofonid*®? (Interview with JN, 10/11/2009
and 4/2/2010). TO also likes the idea of marketingroduct as lusophone music,
“embora os empresarios nao estdo muito viradosigbFor JA, finally, the issue of
various languages under the banner le$ofonia may be problematic in its
dissemination as a label. “Pode tocar no conteglagbfonig mas vai cantar em que
lingua né. Se no contexto Wisofoniahaver um interesse em conhecer essas linguas”
(Interview with TO, 14/12/2009). However, JA implig suggests that the term can
be useful in uniting forces and in increasing vlgip of the elements it combines.
“Falta aqui uma coisa, que estamos tao ricos eesohoje sendo apreciados. Pode
se ouvir muita muasica, bons musicos, mas eu vegoplo lado cultural, a CPLP
ainda precisa da muita coisa. E quando eu estigeraqui, vou lutar para isso”
(Interview with JA, 5/1/2010).

Some interviewees point at the importance of imgeletimg (a notion of)
lusofonia incultural and civic education. GP states that “grandes pesquisas podem
servir a lusofonia podem servir Africa e até Portugal” (Interview thwiGP,
18/12/2009). CN argues that “os eventos que estddosdisponibilizados|,] acho que
servem para isso[,] acho que também devem contmifauiormacé&o cultural e civica
do proprio povo” (Interview with CN, 10/12/2009).u¢h like Carlos Martins in
paragraph 4.2., he explicitly denounces Portugddlgy in recognizing its lusophone
heritage. “O primeiro festival lusé6fono em que eattigipei foi em Berlim [.] Anos
depois [houve] Lisboa, Capital Europeia da Cult@abes quantos artistas de paises
lusofonos africanos participaram que eu saiba? tWenlntretanto, fui assistir a um

espectaculo de um colectivo de 100 e tal artiseasudafricanos” (Ibid.). Portugal

182 JN however positions Brazil outsidéthe framework ofusofonia
“Musica brasileira é conhecida no mundo inteiro oamisica brasileira, ndo musicaldaofonig isso
nao! A musica brasileira, isso € como a Suica mé@ena Unido Europeia. Nao entrou né. Porque nao
€ preciso. O Brasil também nao precisdudafonia s6 Brasil e vdo consumir, mesmo dentro da
lusofonig os paises dasofonig se nés nao fizermos parte, nés vamos vender. igupl

Claro, se faz parte da lingua portuguesa, Bras@éstar. Mas, se nao estivesse, nao faria
diferenca nenhuma. Porque é mais facil encontrabmmzses duisofonia Brasil e mais 4, talvéz
alguns destes 4 paises ficarem mais conhecidossfamem dentro deste projetoldgofonia mas o
Brasil claro que ndo.” (Interview with JN, 10/11020and 4/2/2010)
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misses out on something if it does not caressi#totical ties, argues CN. “Repare,
guem perde com isso? Acima de tudo, é o portugu@ssabe cada vez menos da sua
propria historia. A historia dos paises que falarygués é uma parte da histéria de
Portugal. Acho que Lisboa que tem a responsab#idse apresentar um pouco de

todo aquilo que também ja faz parte da sua prdystaria” (1bid.).

5.3.Lusofoniaand support

| will now analyze how and if the actions of govaental institutions and voluntary
associations inform the creative work and idergitié Portuguese-speaking migrant
musicians. This chapter is relevant in discussimg receptivity of Portugal toward

non-Portuguese lusophone musics.

A number of interviewees regard Lisbon as a conteany point of encounter for
migrant populations from Portuguese-speaking casand its musicians. “Lisboa €
a partida onde se encontram todos os musicos hs®fdisboa € o centro, ndo de
todo, mas € um ponto onde se pode conseguir emop@mepo juntar todos 0s
musicos de paises de lingua portuguesa” (Interwithv JA, 5/1/2010). In this sense,
Lisbon seems unique within Portugal. “Lisboa é unr@ mundo do que Portugal. E
diferente. Tive ontem numa cidade, em Torres Vedemmente tem musicos bons e
tudo, sei 14, mas nao é a frequéncia da musica Aqui vocé tem pelo menos 10
bares com mdusica brasileira. 10" (Interview with, JN/11/2009 and 4/2/2010).
Migrant populations that have an historic preseinckisbon have more interaction
with the native Portuguese public of Lisbon. “Enslida, nos sentimos em casa. E
muito boa a aceitagdo de musica de Cabo Verde ddcetugal. [Em] um evento de
100 pessoas[,] 20% se calhar é africano, se cadimardigo caboverdiano. E pa, ent&o
a maioria, 80%, € tudo portugués. [Eles] gostag dancam mesmol[,] conhecem as
musicas, chegam ao pé de mim e dizem, ‘e pa, gogia cantasse aquela morna’, e

muitas vezes vao cantar comigo” (Interview with 2B/11/2009).

According to all interviewees, Lisbon is not wetlepared for its role in the lusophone

world: it lacks a supportive network for the disseation of ‘qualitative music’, that
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does exists in other capitals and countries. GRkshithat “Portugal ndo esta
preparado para receber. [P]lorque ha anos eu vdgsamusicos talentosos, musicos
africanos, que passaram por aqui, que podiam s#aponte para Portugal. Esta aqui
neste momento um potencial que vocé nem imaginaterfliew with GP,
18/12/2009). According to AM, “ndo ha nenhum emarislo que invista a fulltime
para o desenvolvimento cultural das sociedadestaiw luséfonas.” He points out
that in Lisbon, yes, Cape Verdian clubs may be dowBut a club with music from
Angola, S&8o Tomé, Guinea? “Nao ha nada, porqué? st da auséncia de
dinamizadores culturais” (Interview with AM, 27/1dnd 4/12/2009). For GP, a
possible explanation is that “aquilo que Portugaiia € a musica que ele conhece”
(Interview with GP, 18/12/2009). CN argues thatjéhem dia, de forma geral [em]
Portugal, a musica africana é divulgada como unsadmanal, sé para saltar. Isto é
grave, porque a musica serviu em Africa sempre @a@oisas que nds configuramos
como as mais sérias das nossas vidas” (Intervigiv @N, 10/12/2009). JN, finally,
argues that “o proprio portugués deveria ser megpeate. Se ele for mais exigente,
obviamente teria mais bandas e variedade, e obwutenaemusica consumida seria de
maior qualidade” (Interview with JN, 10/11/2009 a#@/2010).As for Portuguese-
speaking countries, most interviewees agree thailBan musics get more airplay in
the Portuguese media. JN points out that “se vorcé Yer todos as radios de Portugal
gue ja tocaram uma musica brasileira, [vai ver gelep ndo vao tocar musica
caboverdiana. A visibilidade da musica brasileinm@to grande” (lbid.). This is in
line with JA: “Neste momento, julgo que o Brasib gpais mais ouvido por aqui, ha
radio né. Agora Cabo Verde, Angola, Mocambique, néBissau, Sdo Tomé e
Principe[,] se eles ja passaram? N&o sei. Eu ashmgnca passaram uma musica do
Timor na radio” (Interview with JA, 5/1/2010).

According to the interviewed musicians, dissemomais very difficult. As TO points
out, production and masterization facilities in tegal are insufficient. Because of
this lack of support, some of the interviewees haeeluced their own work. The rest

did not reach that poirit® The interviewees point at the need fmiitical action.

183 This is in line with Cidra’s conclusions (2010:6t9 and 784-7): “As edic6es fonograficas de
intérpretes imigrantes néo profissionalmente ligaaonlsica ou de musicos vivendo nos PALOP que
se deslocaram a Portugal para gravar obedecerdorjtaréiamente, a investimentos pessoais. [...].
Dada a inexisténcia de uma indistria musical estdg, a edi¢cdo fonogréfica obedeceu acima de tudo
a estratégias informais de mercantilizacdo queleeram mdusicos, empresarios, editores e
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There is a direct relation between a deficit theme a deficit her&*. Local cultural
promoters are largely absent, both in the countrgrigin and in Portugal. This is
especially true for the PALOP. This calls for amfpa of mentality, indicates AM. “A
politica precisa de ser modernizada. Ndo ha mabdores. NOs ca temos um
consulado, uma embaixada, recursos humanos, sJtistea comunidade artistica. O
gué que falta? Falta dinamizadores” (Interview wAt¥, 27/11 and 4/12/2009). GP is
equally critical. “Os grandes homens, ndo s6 m@siqoe estdo aqui, ndo sao bem
aproveitados. Sao centenas. Outros tém sorte eosoutido tém, mas a
responsabilidade ndo é de Paris nem € da Frangacpahecer a musica luséfona”
(Interview with GP, 18/12/2009).

According to a number of interviewees, national angranational institutions
should give more support and visibility to Portugexspeaking migrant musicians -
both grassroots performers and artists - on a aedpasis. AM in this sense makes a
plea for daily continuity through the idea of ‘authl embassies’ [‘embaixadas
culturais'T*°
27/11 and 4/12/2009). JA, himself cultural headhaf Timorese Embassy in Lisbon,

links this to a structural financial problem. “Eraquio apoios da embaixdf% temos

, using a focus that is “cultural, ndo geografi¢hiterview with AM,

vindo a trabalhar com associacfes, [mas] ndo éaskmcado de uma embaixada.
[Mesmo assim, temos dado] subsidio para manuten¢faerview with JA,
5/1/2010). TO equally points to the need for stitadt funding. “Deveria também ter
um orcamento para o desenvolvimento da culturafdus) nas juntas de freguesia,
nas camaras municipais, no ministério da cultuea,presidéncia da Republica”
(Interview with TO, 14/12/2009).

distribuidores de fonogramas. Estas negociacogs geral, lesaram os musicos em detrimento de
interesses empresariais informais.”

184 have taken this interesting idea from AM durigecond interview with him:

“Ha uma relagédo com o défice de 1& com o déficeadd dalta de integragdo aqui dos musicos
africanos é resultante da inexisténcia de intedessaos seus respectivos paises que sejam prosiotore
da cultura ou da musica desses respectivos p&isém, a desintegragdo que existe também aqui na
diaspora é resultante da falta de interesse dgsipsdgovernantes nos seus respectivos paises. O
défice da diaspora € uma consequéncia do défigenscExiste uma interrelacéo entre deficiencias.”
(Interview with AM, 27/11 and 4/12/2009, my italjcs

185 An idea uttered by AM during our first intervie@7/11/2009].
18 JA is chief of the cultural department of the Esgyaof East Timor in Lisbon, next to being a
lusophone migrant musician. He talks here with ates.

“Estou aqui como responsavel cultural neste momen&s quando saio por esta porta fora, sou cantor
timorense. E quero Ihe falar enquanto cantor timeee (Interview with JA, 5/1/2010).
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According to most of the interviewee§PLP -based in Lisbon- has an
increasingly important role in supporting their ncusAM is very critical: “CPLP
como instituicdo? [Ao] meu ver, ndo tem tido aclade, porque até agora nao
conhecgo nada. NOs queremos que ela seja assimingtitaicdo vocacionada para
fazer recensionamento dos musicos|,] recenseang@asteuas grandes dificuldades,
encontrando propostas de solucdo sobretudo a prtza” (Interview with AM,
27/11 and 4/12/2009). JA answers along the sanes.lifA CPLP, julgo que, aos
poucos, vai se disparando para esta necessidagieepus 8 paises sdo muito ricos; s6
em Timor se fala 12-15 linguas locais, cada um coseu habito cultural. Esta
dindmica € necessarial.] Nao vai ser tao facil, jaae vai sentindo a necessidade da
propria cupula da CPLP que de facto a cultura éssaraiz” (Interview with JA,
5/1/2010).

According to JA, a transnational cultural recogmiti however, implies
financial and mental support, as well as a musssgnvation strategies. He points at
francophonie in this sense, where every country tbapay a yearly contribution
[quota], the total amount being divided over aljioms. “Agora, aqui da parte da
CPLP, temos aqui a questao de possibilidadesFalagmos indirectamente fazer pé a
CPLP, parte politica, que sem esta parte cultdlalas nés ndo vamos muito longe”
(Ibid.). Regarding mental support, JA calls for artal cultural entrepreneurship.
“[Implica] ter curiosidade no langamento de encorde varias raizes culturais, de
ritmo em ritmo, de pais em pais, cada um com giseaq, isso € algo que ainda falta”
(Ibid.). Finally, JA argues that CPLP should alataet up responsabilities towards
archiving the existing cultural heritage. “Nés, éenmos de registos para o futuro, a
nova geracao que vier procurar alguma coisa sobm®sga existéncia, ndo vai
encontrar. [Deveria ter] um arquivo que tem a van® que h& aqui: artistas dos

paises de lingua oficial portuguesa. Julgo queldPG@m essa funcao” (Ibid.).

All interviewees agree that the presence of Pogagtspeaking migrant musicians in
Lisbon is a fact. Obviously, there are differengeshe size of certain communities
that translate into a lesser visibility. “Ndo € maesma proporcdo das casas
portuguesas e brasileiras, ndo da. Mas a gentaev& qgomunidade é grande. Mesmo
se vocé for procurar, se vocé tirar um més e fortados os bares [em Lisboa], eu
creio que a grande maioria ndo seja de fado,” Jiiesr (Interview with JN,
10/11/2009 and 4/2/2010).
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The interviewees from PALOP all independently nefdrto their need for a
joint performative space, either using the labetidsf or lusofonia Regarding the
former, GP informally commented that “precisamos uwte espacgo africano em
Lisboa, ndo s6 com musica caboverdiana, mas tantbémAngola e os outros. Se
poderia apresentar cada um por sua vez: esta é&iaan@icultura angolana, ... este é
tal , este é tal, ... De Angola ouve-se pouco, Biné e Mocambique ainda menos”
(Interview with GP, 18/12/2009). Regarding thedgtiAM recalls that in the past, the
concept olusofoniahas already been materialized in a ‘Cashusgefonia. “Tava pra
existir, eu fui para a abertura, mas desaparecaua Easa deisofonig era feito pelo
Mario Alves, aquilo chama-se Ethi& (Interview with AM, 27/11 and 4/12/2009).
AM laments the end of the project, because it apoaded to a reality in Lisbon. “A
lusofoniaé um bom conceito para divulgar. Quando exprimésafoniatodos os
dias na vida quotidiana, e vais nos sitios ondevawy [ja] fazes este convivio

lus6fono™®8(Ibid.).

5.4. Conclusion

In this chapter, | have explored how musicians frdifferent countries that speak
Portuguese conceptualize the concedusbfoniaand how this concept might affect
their creative work and their opportunities to peni. It is clear that each of these
musicians seeks to present the music they knoweaf bwn country and that they do
not identify themselves as ‘lusophone musiciahs'sofoniais a political term and

currently seems to have little practical relevafmemusicians and their practice in

Lisbon. The term does not (yet) affect their relaship to other musicians, to

187 AM refers to the Centro InterculturaCidade in Idals Madragoa, that explicitly deployed the
concept of Lusofonia in the project ‘Lusofoniasit@tas em Comunidad¥”, realized on 17/7-
14/9/2008. See paragraph 2.3.

188 Asked about Africa.Cont, AM states:

“Acho que é bonito, masunca poderia existir sem primeiro investir numjpoto de dinamizacéo de
formacaol...] dos quadros técnicos e artisticos, sdo o supotitteral dos paises africanos que estao
aqui. Tu ndo podes fazer surgir um centro culturalnagk repente, é ilusério, torna-se mais perigoso
fazer neste momento do que néo ter nada. [BV: @exr&s musicos de ca deveriam |4 também
aparecer, num espaco pra desempenhar?] [Enfaficodi® sim sim” (Interview with AM, 27/11 and
4/12/2009, my italics).
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Portuguese institutions and to their own creatik@gsses. The tertasofoniawas
not emically used by the musicians to name the alno@ntioned processes, and their
use of the denomination ‘musica luséfona’ is compi&llsica luséfona’ not only
seems a categorization for non-Portuguese, nofiectigal music, but the focuson
Portuguese also implies an uncertain positioningtioér local dialects and languages.
Additionally, it seems that the visibility of theusical influences from the Portuguese

ex-colonies in Portugal is largely denied.

However, the interviewees also indicate that Lish®na point of encounter for
Portuguese-speaking populations, and that it dispka daily, growing interaction
between Portuguese-speaking musicians and musibgseT musicians from
Portuguese-speaking countries play together atrmdbjams, as a special guest at
each others concerts, in special projects insgseldisofoniaor at festivals in which
cultural entrepreneurs are using the concepistifoniain promoting musicians from
Portuguese-speaking countries. In the latter cases, could thus argue that the
implicit content of the concept dfisofonia(language, culture, music) is utilized as a

tool in order to legitimate explicit political artonomic objectives.

Furthermore, | argue that a lack of institutionetagnition for the contribution of
Portuguese-speaking migrant musicians to the espresulture of Lisbon also
translates itself in a shortage of places to perfofhus, difficulties in gaining
visibility within the public space reflect a lack iostitutional investment in defining
the public space for these migrants from Portugsesaking countries. In this sense,
this shortage influences the opinion of migrant itiaas about the political concept

of lusofonia

Interestingly, many if not all of my intervieweesspecially those coming from
PALOP- do see some future relevance for the conoégtisofonia for migrant

musicians. The interviewees appeal to supranatimsakutions such as CPLP and
national governments to give structural supportptomote or disseminate the

expressive culture of Portuguese-speaking countries

The different (trans)national realities of thesegrant musicians from Portuguese-

speaking countries, connected to a verifiable presef their communities in the city
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of Lisbon, can make the idea of a Casdusafoniainteresting. In programming its
offer, surveys of Lisbon’s migrant musicians fromrteguese-speaking countries and
structural funding by local, national or supranasibauthorities should go hand in
hand. A similar management model based on collébordetween authorities and
associations could contribute to increasing theibMity of and professional

opportunities for Portuguese-speaking migrant mass; both in Lisbon and abroad.
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6. CONCLUSION / CONCLUSAO

O idioma é a maior fortuna dum povo. E [a suajingio, a sua arte e sua educdto

Starting from a discursive analysis of the conaapiusofonig | have tried to gain
insight into howlusofoniais part of the cultural policies of the Municigglof Lisbon
and of governmental institutions, and how it infsrrtheir actions. | have also
analyzed the intermediary role and actions of valn associations that evoke
lusofoniaas part of their goals. | have then questioned hogrant musicians from
Portuguese-speaking countries in Lisbon value tmeept oflusofoniavis-a-vis the
action of governmental institutions and voluntasgaciations for their creative work,
for collective identity formation and for largerogip visibility, both from the local
and transnational perspectives. | built my disamgrsinalysis of the construction of the
concept oflusofoniaon an exploration of its definitions, origins, cexts of use and
influence on expressive culture.

Lusofoniais a relatively recent concept based on a lingudfinition, but it
also designates a political, economic, and cultspalce. While its historical origins
may be found in Portuguese colonialism, the conteary notion originated in the
Acordo Ortografico gaining new significance with the increase of maigpn to
Lisbon from Portugal’'s former colonies since 19T#e creation of CPLP in 1996,
international events such as Expo ‘98, the tramsmaitrecord industry and the rise of
the Internet have also contributed to extending tiation beyond a strict linguistic
definition. Since then, the concept losofoniahas increasingly informed Lisbon’s
international relations. Many governmental and roipail institutions in Lisbon and
its surroundings, scholars, voluntary associatiangtural promoters, musicians and
journalists in the postcolonial Portuguese-speakigd evoke the concept in their
discourse and objectives. Lisbon also hosts CPLPgcracial actor in the

institutionalization ofusofonia

189 Metropolitano de Lisboa, Estacdo Saldanha. Texttufed on the walls of the new connection
towards Estacao Oriente (site of Expo ‘98), inaatga on 29/8/2010. “A tematica geral escolhida para
a estacdo pelos dois artistas intervenientes eJigjra e Luis Filipe de Abreu -, centra-se no
desenvolvimento do tema ‘As caracteristicas unarsmo Homem’, mais concretamente na

componente ‘o Homem em movimento™.
http://www.metrolisboa.pt/Default.aspx?tabid=478
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Politically and economically, institutions and agations of various CPLP
member-states have adopted the concept in thdabooation. In the discourse of
these institutions and associatiohssofoniais what binds the CPLP member-states
and its diaspora populations together socio-culyuead linguistically. Since the mid
1990s, scattered events have been organized umeld®anhner ofusofonig but most
musicians make a living out of performing the mag€their country/region of origin
and that is what they identify with. Meanwhile, tfeals that promote the idea of
lusofoniahave increasingly been organized especially ibdns in other Portuguese-
speaking capitals of states or regions by govertahemstitutions, voluntary
associations and cultural entrepreneurs. Somegisoj@ave also resulted in collective
phonograms that carry the imprint afsofonia, uniting migrant musicians from
Portuguese-speaking countries with Portuguese muasicThe Internet has also much
facilitated contacts within the lusophone world.wéwer, all of these developments
seem to have had no or little effect on the idgrfofrmation of migrant musicians
from Portuguese-speaking countries. Spontaneousboohtions of musicians under
the explicit banner dlisofoniaare rare.

My analysis ofLusofonia, a (r)evolucd006)has pointed out that this documentary
ideologically embodies the idea lfsofonia At the same time, it promotes musical
hybrids in Portugal. To do so, the Portuguese @gieg of Red Bull Music Academy
(RBMA) has constructed a narrative that suggestt thsophone sounds have
evolved but still belongs together. It attempteddwalorize an historical notion of
lusofoniain order to increase musicians’ visibility and f@ssional opportunities.
Lusofonia, a (r)evolucamostly shows established musicians in the context o
the record industry. Meanwhile, musical dynamicd ancial transformations from
underlying migratory contexts are largely omittdd.is my hypothesis that a
representation diusofoniain Lisbon could be further enriched by includinggrant
musicians from Portuguese-speaking countries tedbpn in the circuit of bars,

restaurants and associations.

Through an analysis of objectives and expressilterey | have tried to show how the
festival Lisboa Mistura of Associacdo Sons da Lasd is anchored on the concept
of interculturality, featuring local migrant musacis and their communities in greater

Lisbon. Lisboa Mistura does not use the concepagdfonig even though it features
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many musicians from lusophone countries. The ocedtuof Portuguese-speaking
countries are heterogenous, which makesofonia necessarily intercultural.

Associacao Sons da Lusofonia is however explicitsigoals about wanting to make
a cultural contribution envolving Portugal and atR®rtuguese-speaking countries,
promoting a cultural identity that is based on camnntraditions towards the future.
According to its director, Carlos Martins, Lisbomeds intercultural spots and a

coordinating body to achieve this goal.

| have then explored how musicians from differeotirtries that speak Portuguese
conceptualize the notion @isofoniaand how this concept might affect their creative
work and their opportunities to perform. It has drmee clear that each of the
interviewed musicians seeks to present the music khow of their own country and
that they do not identify themselves as ‘lusophamnsicians’.Lusofoniais a political
term and currently seems to have little practiedévance for musicians and their
performance practice in Lisbon. The term does get) (affect their relationship to
other musicians, to Portuguese institutions andhr own creative processes.
Musicians referring to these processes do not lseermlusofonia Furthermore,
they regard the denomination ‘musica luséfona’ asblematic, as for them it
involves issues of cultural and linguistic domipati

However, the interviewees also indicate that Lisdmplays a daily, growing
interaction between Portuguese-speaking musiciaias nausics. These musicians
from Portuguese-speaking countries play togeth@rfatmal jams, as special guests
at each others concerts, in special projects iedpiny lusofoniaor at festivals in
which cultural entrepreneurs are using the conagptiusofonia in promoting
musicians from Portuguese-speaking countries. énlaltter cases, one could thus
argue that the implicit content of the conceplusbfoniais utilized as a tool in order
to legitimate explicit political and economic oljees. But in general, a lack of
institutional recognition for the contribution of oRuguese-speaking migrant
musicians to the expressive culture of Lisbon afaoslates itself in a shortage of
places to perform. In my view, this shortage infloes the perspective of migrant
musicians regarding the political conceptugfofonia Interestingly, many if not all of
my interviewees -especially those coming from PALO® see some future relevance

in the concept oflusofonia for migrant musicians. They appeal to supranationa
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institutions such as CPLP and national governmémtgive structural support to

promote or disseminate the expressive culture diiBoese-speaking countries.

In exploring the discursive breadth of the conceptusofonig the way it
informs cultural policy as well as the work of gl voluntary associations, and
how musicians conceptualize the notion, | have entmed an interesting tension
between, on the one hand, institutional actors djpgiear to be interested in feeding
perceptions olusofoniain order to glue political, economic, linguistic oultural
elements together, and on the other, the realityobfntary associations and migrant
musicians from Portuguese-speaking countries wi&esthe concept as well.

My interviewees indicate that migrant musics fromrtEguese-speaking
countries should be considered part of Portugalltual history and patrimony, but
do not receive recognition as such. The similaionat realities of these Portuguese-
speaking migrant musicians, connected to a veldigbesence of their communities
in the city of Lisbon, points towards the posstl@s of institutionally and structurally
promoting a notion ofusofoniain the context of Lisbon. Portugal’s delay in aety
recognizing its lusophone heritage can be conveirtea a privileged position in
promoting (local and transnational) migrant musitem Portuguese-speaking
countries (and ‘affectively empowering’ the corresgding populations), using Lisbon
as an historical and contemporary center of coatain.

Carlos Martins’ idea of a network of an intercudluforum with intercultural
spots seems a promising starting point in doingHis. plea for a qualitative and
structured promotion reminds me of the Portomusid@bnvencao Internacional de
Musica e Tecnologfd® (since 2005, yearly), in Recife (Pernambuco - Brawhich
was founded by local cultural entrepreneurs throwdBMEX*®%. Over its editions,
this convention has been hugely successful in adimge local musicians to

(inter)national professional possibiliti&%.

190 hitp://www.portomusical.com ;
| participated in the first edition of 2005, supfsat by the Institute for Cultural Studies at thehodéic
University of Leuven, Belgium. http://www.culturskeidies.be

91 hitp://www.womex.com/realwomex/main.php?id_headir@ &id_realwomex=11
192 The announcement for the event®sdlition, in February 2011, is interesting if wepbhetically
apply it to Lisbon and its musics:

“Se vocé é um profissional de musica e tecnologiguhlquer parte do mundo, venha
participar da 52 edi¢éo do Porto Musical. Todosrsmntrardo por aqui: brasileiros interessados no
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This reasoning makes the idea of a (renewed) Cakssdfonia—indicated by
one of my interviewees- societally relevant form wban as well as transnational
perspectivé?® A management model based on collaboration betwegmorities and
associations could further contribute to increagimg visibility of and professional
opportunities for migrant musicians from Portugusgeaking countries in Portugal

and abroad, promoting Lisbon as a context for pdsigal conciliation.

mercado internacional, estrangeiros atentos a nentegao musical e ao mercado brasileiro, além de
pessoas que trabalham com tecnologia ou simplesrgestam de musica.

Mais importante iniciativa do género no Brasil,artB Musical realizou sua 42 edicdo, em
Recife, Pernambuco, atraindo profissionais da miécmais de oito paises. Proponha conferéncias e
showcases e fique atento as novidades que serfoguials aqui no nosso site” (Ibid.).

193 | would like to compare the idea of a Casdumfoniawith the existing Casa da America Latina
(http://lwww.casamericalatina.pt) in Lisbon, whidkies voice to (migrants and natives of) Spanish-
speaking countries in Lisbon, Brazil being the dabrtuguese-speaking exception. | intuitively feel
that the inclusion of Brazil in this transnatiofli@mework based on geography causes a certain
friction. | therefore argue that a transnationahiework based on language is more logical, using
cultural instead of geographical bonds. In thisseem Casa dasofoniacan promote a shared musical
heritage across borders (O’Connell and Castelo®r&910), against polarization and in favor of
collective belonging.
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http://opatifundio.com/site
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-Portomusical - Convencéo Internacional de Musi¢a@nologia

http://www.portomusical.com
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http://tv1.rtp.pt/EPG/tv/epg-dia.php?canal=6&ac=d&se
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http://www.unesco.org/new/index.php?id=18671&L=@ an
http://portal.unesco.org/culture/en/ev.php-
URL_ID=35396&URL_DO=DO_TOPIC&URL_SECTION=201.html

-Womad
http://womad.org

-Womex

http://www.womex.com

-World Culture Open

http://www.worldcultureopen.org/organization/missgoals.php
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AP 1 LIST OF INTERVIEWS

All interviews were conducted in Lisbon.

Name Musical activity Home country Interview date
MUSICIANS
Zézé Barbosa Singer-songwriter, Cape Verde 26/11/2009
guitarist
Celina Perreira Singer-songwriter Cape Verde 1/12/2009
Tito Paris Singer-songwriter, Cape Verde 3/12/2009
guitarist
Guto Pires Singer-songwriter, Guinea-Bissau 18/12/2009
guitarist
Kimi Djabaté Singer-songwriter, Guinea-Bissau 12/12/2009
percussionist
Luanda Cozetti Singer-songwriter Brazil 16/12/2009
Jefferson Negreiros Singer-songwriter, Brazil 10/11/2009 and
percussionist 4/2/2010
Mucio Sa Singer-songwriter, Brazil 11/12/2009
guitarist
Tonecas (Antonio | Singer-songwriter, Sdo  Tomé and | 14/12/2009
dos Prazeres) keyboard/guitar Principe
Sergio Fonseca Singer-songwriter Sao Tomé and | 12/12/2009
Principe
Aldo Mila Singer-songwriter, Angola 27/11/2009 and
guitarist 4/12/2009
Ricardo Gouveia Singer-songwriter, Angola 28/11/2009
guitarist
Chalo Singer-songwriter, Angola 10/11/2009
guistarist
Julio Silva Musician, producer Mozambique 15/12/2009
Anténio da Costa | Singer-songwriter, Mozambique 10/12/2009
Neto guitarist
André Cabaco Singer-songwriter, Mozambique Scheduled but




guitarist unsuccessful

José do Amaral Singer-songwriter, East Timor 5/1/2010
guitarist

Arvi Barbosa Grupo Ekvat Goa 12/1/2010

Marua de Lourdes | Grupo Ekvat Goa 7/1/2010

Elvino de Sousa

Virginia Bras Gomes | Grupo Ekvat Goa 8/1/2010

Antdnio Pires ‘World Music DJ, | Portugal 13/11/2009
journalist

ASSOCIATIONS and

INSTITUTIONS

Carlos Martins Musician,  director | Portugal 7/1/2010
Sons da Lusofonia

Paula Nascimento Africa Festival | Portugal 26/11/2009
(EGEAC)

Enio de Souza Centro Cientifico e | Macau 25/1/2010
Cultural de Macau

Tica (Ana Fernandes) | SOLIM Portugal 13/12/2009

Timoteo Macedo SOLIM Portugal 19/1/2010

Nilzete Pacheco ALCC Portugal 24/11/2009

Fernando Machado ALDCI Portugal 27/11/2009

José A. Fernandes | Africa.Cont Portugal 4/12/2009

Dias




AP 2 INTERVIEW GUIDE ii

1.-Qual foi o seyercurso? BandasEstilos musicais, enstrumentos?
-Qual ao seu ver éapntextoda musica em Lisboa? O quetsea/ouve?

-O gue existe de musica em relacédo aos paisé3AIdSP ou lusofalante® STP,
Timor, Guiné, Macau? Ha intercambio? Exemplos?

2. -0 que entende ptusofonia/musica lusofona? Vantagens / desvantageoisjue
€ gque acha que este conceito esta a apagoea?

-Pode talvéz explicar por meio de idade, classégidade, idioma, municipio e/ou
estado?

-O que acha dmercadodiscografica lusofona? E da relagédo entre mereado
sociedade (ou seja, o lado mercantil versus odadwnitario de fazer musica)?

-Divulgacéo (discos, mp3, online)? O que acontece, 0 que € bajue fica em falta?

-Visibilidade nas média (radio local, televisdo, online)?

3.-Apoio. Projectos versus instituicdes. O que acontecathém paises de origem.
-Lugares para tocaEspacosfisicos na cidade e fora?

-Associacdeselevantes?
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