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POPULAR MUSIC EXHIBITIONS IN PORTUGAL: PRACTICES OF
REPRESENTATION FROM 2007 TO 2013

ALCINA MARIA DE OLIVEIRA CORTEZ MOTA

ABSTRACT

KEY WORDS: Portugal, popular music, pop-rock exhibitions, museums, museum narratives

This thesis focuses on the representation of Popular Music in museums by mapping,
analyzing, and characterizing its practices in Portugal at the beginning of the 21* century. Now
that museums' ability to shape public discourse is acknowledged, the examination of popular
music's discourses in museums is of the utmost importance for Ethnomusicology and Popular
Music Studies as well as for Museum Studies. The concept of 'heritage' is at the heart of this
processes. The study was designed with the aim of moving the exhibiting of popular music in
museums forward through a qualitative inquiry of case studies.

Data collection involved surveying pop-rock music exhibitions as a qualitative
sampling of popular music exhibitions in Portugal from 2007 to 2013. Two of these
exhibitions were selected as case studies: No Tempo do Gira-Discos: Um Percurso pela
Producéo Fonografica Portuguesa at the Museu da Musica in Lisbon in 2007 (also Faculdade
de Letras, 2009), and A Magia do Vinil, a Mdsica que Mudou a Sociedade at the Oficina da
Cultura in Almada in 2008 (and several other venues, from 2009 to 2013).

Two specific domains were observed: popular music exhibitions as instances of
museum practice and museum professionals. The first domain encompasses analyzing the types
of objects selected for exhibition; the interactive museum practices fostered by the exhibitions;
the concepts and narratives used to address popular music discursively, as well as the
interpretative practices they allow. The second domain, focuses museum professionals and
curators of popular music exhibitions as members of a group, namely their goals, motivations

and perspectives.



The theoretical frameworks adopted were drawn from the fields of ethnomusicology,
popular music studies, and museum studies. The written materials of the exhibitions were
subjected of methods of discourse analysis methods. Semi-structured interviews with curators

and museum professional were also conducted and analysed.

From the museum studies perspective, the study research suggests that the practice
adopted by popular music museums largely matches that of conventional museums. From the
ethnomusicological and popular music studies stand point, the two case studies reveal two
distinct conceptual worlds: the first exhibition, curated by an academic and an independent
researcher, points to a mental configuration where popular music is explained through a
framework of genres supported by different musical practices. Moreover, it is industry actors
such as decision makers and gatekeepers that govern popular music, which implies that the
visitors' romantic conception of the musician is to some extent dismantled; the second
exhibition, curated by a record collector and specialist, is based on a more conventional process

of the everyday historical speech that encodes a mismatch between “good” and “bad music”.

Data generated by a survey shows that only one curator, in fact that of my first case
study, has an academic background. The backgrounds of all the others are in some way similar
to the curator of the second case study. Therefore, I conclude that the second case study best

conveys the current practice of exhibiting Popular Music in Portugal.
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EXPOSICOES SOBRE MUSICA POPULAR EM PORTUGAL: PRATICAS DE
REPRESENTACAO ENTRE 2007 E 2013

ALCINA MARIA DE OLIVEIRA CORTEZ MOTA

SUMARIO

PALAVRAS-CHAVE: Portugal, musica popular, pop-rock, exposi¢des, museus, narrativas

museologicas

Esta dissertacdo aborda a representacdo da musica popular pelos museus em Portugal no
inicio do século XXI, através do levantamento, anélise e caracterizacdo das suas praticas. Sendo
atualmente reconhecida a capacidade que os museus tém para influenciar o conhecimento e o0s
discursos publicos, torna-se primordial para a ethomusicologia, para os estudos de musica
popular e para a museologia examinar os discursos que estes produzem sobre a musica popular.

No centro deste processo, estd o conceito de patrimonio.

O estudo foi concebido com vista a dinamizar a pratica de expor sobre musica popular,

através da analise de estudos de caso.

Foi realizado um levantamento das exposicGes sobre o género pop-rock que tiveram
lugar em Portugal entre 2007 e 2013, entendido como uma amostra representativa das
exposices de musica popular. Deste levantamento, foram selecionadas duas exposi¢cdes como
estudos de caso: No Tempo do Gira-Discos: Um Percurso pela Producdo Fonogréfica
Portuguesa, Museu da Musica em Lisboa, 2007 (e também Faculdade de Letras, 2009), e A
Magia do Vinil, a Musica que Mudou a Sociedade, Oficina da Cultura, Almada, 2008

(reeditada em diversos locais até 2013).

Dois dominios constituiram matéria de observacdo: por um lado, as exposi¢bes de

masica popular enquanto instanciagGes de pratica museolodgica, através da analise do tipo de
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objetos selecionado para exposicdo, das praticas interativas fomentadas pelas exposi¢coes, dos
conceitos e das narrativas utilizadas para representar a musica popular discursivamente, bem
como as praticas interpretativas que estas favorecem; por outro lado, o estudo dos profissionais
de museus e curadores de mdusica popular enquanto membros de um grupo, através da

caracterizacdo dos seus objectivos e perspectivas.

A etnomusicologia, o0s estudos de musica popular e a museologia constituem o quadro
tedrico adoptado para a analise de trés discursos narrativos: escrito, visual e sénico. Estes,
foram analisadas pela perspectiva da analise do discurso e através de entrevistas com curadores

e profissionais de museus.

Do ponto de vista da museologia, os estudos de caso sugerem que a pratica adoptada
para a representacdo da masica popular € similar a pratica convencional da generalidade dos
museus. Do ponto de vista da ethomusicologia e dos estudos de musica popular, os dois estudos
de caso apontam para mundos conceptuais distintos: a primeira exposi¢do, com curadoria de
um investigador independente e de uma académico, sugere uma configuragdo em que a musica
popular é interpretada e segmentada com base nas suas diferentes praticas. E ainda conferido
destague ao papel da industria que, através dos gestores das editoras e dos gatekeepers,
condiciona os repertorios musicais. Esta concepcao pressupde o desmantelamento do conceito
romantico do masico; a segunda exposicdo, com curadoria de um colecionador e especialista,
sugere um discurso interpretativo mais vulgar em que a musica € entendida através de um

contraste entre a "boa" e a "m4a" musica.

O levantamento geral das exposic¢Oes de pop-rock que tiveram lugar em Portugal mostra
que apenas um curador, de facto o do primeiro estudo de caso analisado, tem um
enguadramento universitario. Todos os outros curadores estdo de alguma forma préximos do
curador do segundo estudo de caso. Conclui-se assim que o segundo estudo de caso representa
de forma mais significativa a pratica currente de expor sobre temas da musica popular em

Portugal.
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CHAPTER I - INTRODUCTION
l. 1. MOTIVATION

My project started almost accidentally. A few details about my personal and
professional background will help explain how it came about. With 2011 in full swing, | was
coming to the end of nearly 10 years as executive producer of exhibitions at the Calouste
Gulbenkian Foundation where my work had focused on hard sciences themes. At that time, |
also felt in need of a break from the pressure and demands of handling the diverse tasks that
producing an exhibition requires, and found the idea of a quiet period of study very attractive
as my professional life was not very rewarding. As an escape, | had been buying about four
CDs a week, retreating almost daily to FNAC store in Colombo at lunchtime to nurture my
passion for music and | was also going to as many popular music concerts as | could. | was
taking every opportunity during my working day to read books and papers on Museum
Studies and enjoying such a quiet activity. My passion for music began when | was young;
my father was always playing records because he was absolutely fascinated with the
development of sound technologies and a music lover. Nevertheless, after graduating in
Musicology, | ended up moving away from this area and worked as a museum professional
for 17 years.

Following restructuring at the Calouste Gulbenkian foundation, | had to think about
what to do next and came up with the idea of working on improving the way music is
represented in museums, particularly popular music which has always been my passion. With
the aid of the Internet, | quickly saw that museums specialised in popular music were opening
all over Europe and the USA. | also came across a number of academic papers on popular
music music within the field Popular Music Studies. I found it fascinating and | realised how
much knowledge had evolved since I left university. | decided to do a post graduate degree in
Estudos de Musica Popular at Universidade Nova de Lisboa with the aim of updating my
knowledge on the subject. The underlying goal was, and still is, to curate an exhibition on
popular music, which I understand as human heritage just as much as any other musical genre

and one that can bring the latest findings of Museum Studies to the contemporary museum.

My first step must then be to do a survey of current museum practice in exhibiting

popular music to know where | can bring innovative and significant contributions.

Finally, a sentence by Nussbam stressing one of the requirements for completeness in

life expresses my feelings precisely: “Being able to use imagination and thought in



connection with experiencing and producing works and events of one’s own choice, religious,

literary, musical, and so forth” (in Hesmondhalgh 2013: 20).

This is what lies behind my research and how it has been shaped by my personal

involvement.

l. 2. RESEARCH QUESTION AND RELEVANCE

Popular music has recently been understood as heritage (Bennet 2009; Roberts and
Cohen 2012; Roberts 2013); this has given rise to discussions on how music should be
exhibited and has inevitably been accompanied by the opening of museums and exhibitions
dedicated specifically to popular music themes. There is also been a growing worldwide
recognition of music as intangible cultural heritage, stimulated in part by UNESCO’s
Convention for the Safeguarding of the Intangible Cultural Heritage of Humanity approved in
2003 in Paris. Portugal adopted this convention in 2008 and submitted Fado for inscription in
the List of Intangible Heritage in 2010. This was approved in 2011 and as a result the Museu
do Fado and Instituto de Etnomusicologia — Centro de Estudos em Musica e Danca (INET-
md) of the Faculdade de Ciéncias Sociais e Humanas, Universidade Nova de Lisboa fostered
several initiatives to ensure the better protection and dissemination of Fado. Nevertheless,
apart from this, there is no explicit cultural policy that envisages the safeguarding, study and

dissemination of the various expressive forms of music in Portugal.

Addressing popular music in the museum raises several debates within academia that
explore a range of dimensions: the motivations and rationale underlying museums' practices
for the collection and preservation of material culture related with music practices; issues of
representation, namely history, production, mediation, consumption, creativity and social
interpretations; how to display material and immaterial culture (music sound) appropriately
so as to reflect not only the above-mentioned issues of representation, but also sonic and
bodily experiences associated with everyday music practices and individual and collective
memories, affect and identity. Additionally, these discussions must consider the political and

social agendas of the museum.

Newly understood as a prominent aspect of social and cultural history, popular music
have recently became an innovative museum object in the United Kingdom, Norway and

Sweden, and even in the United States. | witnessed the opening of museums dealing
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exclusively with popular music themes including permanent and temporary exhibitions. In
Europe, | highlight the British Music Experience in London, The Beatles Story in Liverpool,
the Rockheim in Norway, the Abba Museum in Sweden, and also the Danish Rock Museum
in Roskilde, Denmark, expected to open in 2015. In the USA, the Rock and Roll House of
Fame in Cleveland, and the Experience Music Project in Seattle. In Portugal, some museums
and other cultural institutions organized a few temporary exhibitions but there are no popular
music museums and the existing music museums have not traditionally collected its music
materials. An exception could be the opening of Museu do Fado in 1998 in Lisbhon,

specifically to celebrate the popular music genre Fado.

Several studies focusing on initiatives for the heritagisation of popular music have
been undertaken by transnational research projects, not only studying the popular music
narratives of the above-mentioned museums, but also considering a number of other
temporary exhibitions on the subject. In Portugal these initiatives have not yet been studied,
thus making it difficult for museum professionals to bring new perspectives to the
representation of popular music in museums. Given the assumption that exhibiting is
intervening, there is therefore a need for Portugal to map and theorize its own exhibition

spaces and to analyze current practice.

Within the thematic of Popular Music Exhibitions, the theme of my study has to do
with issues of representation of popular music. More specifically by means of mapping,
understanding, analysing and characterizing museum practices for exhibiting popular music
in Portugal at the beginning of the 21% century. In addition to mapping popular music
exhibitions that took place in Portugal from 2007 to 2013, my study aims at analyzing the
exhibiting practices and narratives used by these institutions to represent popular music.
Drawing on interviews with curators and museum managers and on the analysis of the
textual, visual and sonic narratives of two exhibitions, | looked for the narratives and
conventions of exhibiting popular music in the Portuguese museum sector. Are the
identifiable narratives and conventions complicite with the cutting edge knowledge about
popular music? If yes, what are they saying? If not, why?

The objective of my work is to enhance knowledge about exhibiting popular music by
addressing its key roles as a form of human expression.

This study will address the following questions:

. What are the themes that constitute the focus of the exhibits?



. What objects were selected for exhibition?

. What are the goals, motivations and perspectives that inform the selection?
. Which interactive practices do the written narratives allow?

. What concepts were chosen to build up the discourse on popular music?

. What types of narratives were used to represent popular music? Which interpretative

practices do these narratives allow?

I hope that this work can contribute to the on going international debate on how to
exhibit popular music and to the reflection on music museums and popular music exhibits in

Portugal.

I. 3. THEORETICAL FRAMEWORK
I. 3.1. CONCEPTS AND DISCIPLINARY PERSPECTIVES

Interpretative frameworks always call on social science theories although these are
sometimes hidden from view. | have spent sometime trying to get to the bottom of this as it
has shaped how | formulate the problem, the research questions, and methodology. | believe
that postmodernism, critical theory and pragmatics concerns are in the foundations of my

research:

Too simplistically put, Postmodernism “[...] which is suspicious of classical notions
of truth, reason, identity and objectivity, of an idea of universal progress or emancipation, of
single frameworks, grand narratives or ultimate grounds of explanation” (Eagleton 2004

[1996]: vii) is one rationale taken;

Critical theory sees reality as something based on power and identity (Creswell 2013
[2007]: 36). I follow this approach so as to overcome the constraints of exhibiting popular
themes and to envision new possibilities for the social museum i.e. one that is responsible for

addressing the diversity of values from the standpoint of various communities.

Finally, pragmatic concerns do challenge the metanarratives of postmodernism’s
relativity. The search for consensus, among other preocupations that it debates, is part of the
of my view. Pragmatically speaking, the truth is what works for the time being, rather than
what is within the mind irrespective of reality (Creswell 2013). Nevertheless, in this era of

accepting scientific doubt as the norm, the pragmatics of the experience of language should



be understood as substantial rather than definitive. These perspectives are embedded within

the following interpretative framework underlying my study.

I.3.1.1. POPULAR MUSIC

Concepts are unstable and forever shifting so it is important to clarify the meaning of
those used herein. Popular music (musica popular) is a key concept in several discursive
formations in Portugal. The Enciclopédia da Musica em Portugal no século xx refers to
musica popular as a central notion when developing either music conceptualisation,
discourse, or practice in Portugal since mid 19™ century (Castelo-Branco and Cidra 2010:
875). Its use has been so diverse and complex ever since that it has become impossible to

ascribe a reasonable fixed meaning to the concept.

Just as in Portugal, there was also no single or fixed meaning for the anglophone
notion of popular music, spread throughout the wordl in the second half of the 20™ century.
In Richard Middleton’s entry on popular music in the New Grove Dictionary of Music and
Musicians (1980), he reports three main trends of the term that did not survive due to their
inflexibility and essentialism and also because their assumptions are quantitative rather than
qualitative. Nevertheless, over the last three decades, the notion was foundational for the
interdisciplinary field of Popular Music Studies that emerged in Britain, within which pop-
rock music has been the most studied genre (Middleton 1990; Schuker 2001).

Middleton (1980: 8) also notes that the notion of popular music has encompassed the
distinctions and adjacent tensions between popular and art: although they go back long
before 1800, this only became problematic in the 19™ century. The gradual socio-cultural
reshaping that took place over the 19™ century, the growing social mobility within the
somehow new capitalist world and its increasing leisure time, as well as the development of
the media technologies gave way to new dreams and hopes and consequently to anxieties and

endeavours.

Contemporary music studies have produced many critical reactions to the Western
system of categorization, notably on how their boundaries are discursively constituted.
Moreover, from the symbolic perspective, music may exist without specific semantic referent
and political purposes. This reinforces the fragility of the generic categories. Nevertheless,
several authors have stressed the fundamental structuring force of categorization through



genre in socities and highlighted its importance for communication and in forming social
collectivities, identities (Gelbart 2007; Holt 2007; Castelo-Branco 2013), and even national
conscious. Ultimately, it distinguishes audiences more than musical objects: considerations
on musical genres has perhaps looked more for the search of textual similarities than to the
uses of musical experiences of groups of people. Rather than looking for textual similarities, I
believe genre should be addressed by striving to understand how people use it to make and

experience music.

Focusing on the need for a flexible definition for the intersection of the issues the term

popular music encompasses, Shucker offers the following broad interpretation:

It seems that a satisfactory definition of popular music must encompass both
musical and social-economic characteristics. Essentially, all popular music
consists of a hybrid of musical traditions, styles, and influences, and also an
economic product which is invested with ideological significance by many of
its consumers. At the heart of the majority of various forms of popular music is
a fundamental tension between the essential creativity of the act of ‘making
music’ and the commercial nature of the bulk of its production and
dissemination. (Shucker, 2001: 7)

A wide array of musical genres is actually subsumed in the broad category of popular
music. As a result, there have been innumerable exhibitions addressing popular music in
Portugal and elsewhere and it would take a five-year project at least to map and examine them
fully. As this remains beyond the scope of the present thesis, | had to be pragmatic and survey
popular music exhibitions on the subgenre of pop-rock. There is also a copious literature on
popular music exhibitions. | opted to focus on reviewing the literature on pop-rock music
exhibitions. Overall, this literature tackles all the issues and challenges involved in exhibiting
popular music.

As for the case study research, | have tried to follow the same path. Nevertheless, |
found no examples of exhibitions addressing solely pop-rock music. It follows that | ended up
examining two exhibitions that focussed mainly on pop-rock music, but also some other
genres of popular music.

It follows that in the section State of the Art, my use of the term popular music

represents pop-rock music. Throughout the rest of the thesis, the term popular music



addresses all genres conventionally subsumed in the term. Nevertheless, it mainly refers to

recorded popular music since the second half of the twentieth-century.

l.3.1.2. HERITAGE

Heritage is a central concept in my work. | see heritage as a process, the operative
agent that rules remembrance practices. As nowadays we are taught to produce and consume
culture as heritage, some light must be cast on the concept itself by focusing on museum
dynamics in the process of making heritage.

Drawing on several academic authors like Barbara Kirshenblatt-Gimblett (1995;
2004), David C. Harvey (2008), Sara McDowell (2008), and Sharon Macdonald (2013), |
propose that heritage does not exist: instead, cultural phenomena become heritage through
discursive practices such as attributing meaning and value through exhibitions in museums
and other modes of representation. Heritage has long been about producing authorised
discourses, which consequently impact contemporary systems of cultural expression and
consumption. In museums in particular, current constructed narratives embody heritage by
using the past — in fact, past and present are very close in these representations. Past is
therefore highly susceptible to the distortions of contemporary ideologies, so it should be
scrutinised by social scientists. On the other hand, museums now face new social and
economic pressures and requirements, which raises tensions between those controlling their

agenda and deciding on their fundamental purpose.

It thus becomes fundamental to critically analyse museum narratives that shape the

meanings of popular music history and identity.

As to heritage dynamics, Barbara Kirshenblatt-Gimblett’s perception must be
underlined. Two articles embody her points of view: Theorizing Heritage (1995) and
Intangible Heritage as Metacultural Production (2004). Although both articles theorize
heritage and intangible heritage rather than specifically popular music, they are of particular

relevance for the present discussion because popular music is intangible cultural heritage.

The author critically analyses the process of heritagisation itself, to which popular
music is subject when handled within the museum. Moreover, the second article builds upon
official approaches by tackling current UNESCO agreements, recommendations and

interventions.



Kirshenblatt-Gimblett reflects on the following UNESCO extract from its official
definition of intangible heritage:

All forms of traditional and popular or folk culture [...]. They include oral traditions,
customs, languages, music, dance, rituals, festivities, traditional medicine and
pharmacopeia, the culinary arts and all kinds of special skills connected with the
material aspects of culture, such as tools and the habitat and also [...] people’s learned
processes along with knowledge, skills and creativity that inform and are developed by
them, the products they create and the resources, spaces and other aspects of social and

natural context necessary to their sustainability (Kirshenblatt-Gimblett 2004: 54).

The author finds this disconcerting: UNESCO takes a superficial approach as it fails
to recognise that heritage is a man-made concept, one that does not exist until the institution
intervenes by taking safeguarding measures and exhibiting. It might be added that heritage
establishes a difference by adding value and bringing profits to the tourist industry, which
strives to export the locality. Therefore, it is more a product of the present than something
lost and finally found (Kirshenblatt-Gimblett 1995: 369-370). Because of this process,

heritage contents are often meta-cultural.

Furthermore, the instruments that are the interface between heritage and an audience,
e.g. museums, exhibitions, recordings, archives and so on, are not the phenomenon itself, but
add value to cultural forms and inevitably take on parasitic assumptions and meanings
encoded by the needs of the present. In the end, the interface is a framework that cannot be
concealed: if we use no framework to guarantee authenticity, the audience cannot reach the
subject.

Exhibiting is intervening.

The above-mentioned authors underline the fact that authenticity is never possible in
the museum and foster deep reflection about the ethical issues we must address when
exhibiting popular music. It thus ended up being an ideology. | also want to underline the
author’s of the articles holistic understanding that heritage must be performed to be
transmitted. It does not exist in tangible or intangible objects per se, but in the living
experiences, values and knowledge we actively take from them. These insights effectively
lead us to acknowledging the need for a shift from artefacts to people, something that

UNESCO has theoretically already done when making agreements and recommendations, but
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does not pursue in practice, as Kirshenblatt-Gimblett notes (2004: 54). The author openly
criticises UNESCO'’s safeguarding actions, namely the listing of intangible heritage artefacts
because this does nothing to maintain the conditions necessary for the cultural reproduction
they recommended.

Kirshenblatt-Gimblett closes her 2004 article with the sentence “Today’s museums
and heritage interventions may attempt to reverse course, but there is no way back, only a
metacultural way forward.” (2004: 61). This positions us to carefully reflect on the challenges
of exhibiting intangible heritage, including popular music. The author is in fact fundamental
to our understanding that heritage is produced rather than found, but this does not imply
discrediting heritage production. As we need on-going connections with the past to structure
and nurture personal and social identities as well as emotional experiences, it follows that

there is a need to theorise each specific form of heritagisation.

l. 3.1.3. POPULAR MUSIC AS HERITAGE

Having chosen to examine popular music in museums, | subscribe to the idea of
popular music as heritage. Turning to the implications of the heritagisaton of popular music,
Roberts (2013) notes that it might not sit comfortably with a form that instinctively pushes
boundaries, provokes and subverts. In fact, popular music has been considered a sensitive
precursor of change (Edge 2000). At the same time, several initiatives carried out by a range
of public and private national actors have contributed to the emergence of popular music as
heritage: classic albums live, websites and blogs, national biographical dictionaries, museums
and exhibitions, memorial plaques, statues celebrating idols, houses, key national texts and
legislative documents, numerous DYI (do it yourself) personal and institutional actions
engaged in the preservation and uses of popular music, musical and live events. These
initatives also broadly map popular music heritage practices leaving few doubts about the
value and importance popular music in the cultural imaginary of the 21% century (Roberts
2012; Brandellero and Janssen 2013; Roberts and Cohen 2013).

Taking on current theoretical lens, the European study outline critical and analytical
framework in which popular music culture becomes popular music heritage, discussing the
differences and implications of considering popular music as authorised heritage or as culture

of memory and everyday life (Bennett 2009). Nevertheless, the authors consider that the acts



of remembrance observed “primarily reproduce the hegemony of the music industry and

mainstream acts” (Brandellero and Jassen 2013: 13) aiming at appealing to wider audiences.

The repositioning of popular music through the application of the term heritage
requires a critical and analytical framework on the heritagisation process: its lived,
performative and hauntological dynamics must be foregrounded (Roberts 2013: 1).
Brandellero and Jassen (2013), in turn, encourage that instead of negatively grappling the
heritage concept exclusively from power relation’s perspective, we glance at its functional
role. The focus is to understand current heritage practices through long-term trajectories and
patterns, namely that of popular music heritage by drawing on ‘path dependence’ concept

raised by Mahoney (Brandellero and Janssen 2013: 4).

Using this framework, exhibitions on popular music are guaranteed eligibility in
museums and are also productive of collections and discourses bringing new dynamics to the
knowledge on the subject. The aim is not only to foster nostalgia through material culture and
sound, but also to begin a discussion about how concepts, images and sounds have been
challenged through history (Brabazon and Mallinder 2006: 97).

The assumption that music is intangible cultural heritage needs some discussion.
There is a growing awareness of the impracticality of a non-arbitrary model to distinguish
intangible from tangible heritage: the immaterial affects us and therefore is material. As we
have access to musical sound, music is material; in other words, music would not exist if we
had no access to sound (O’Keefe 2013: 95). Everything, be it an object or an event, has
affordances that provide opportunities to a perceiver (Clarke 2012: 337). These assumptions
fall into the domain of an ecological approach that studies music in terms of its materiality —
the perceiver is exposed to the meaning and social specifications of music in his/her
framework of listening practices, rather than to the acoustic characters of sounds (Dibben
2012: 350).

Similarly, even when considering a conventional material object, its perception
requires performance, i.e. a perceiver must have a feel of its values, meanings and uses. It
follows that there is a dimension of intangibility that is embodied and so inseparable from a

person’s material and social world.

! Term coined by James Gibson in 1966.
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When we consider the heritage concept yet another perspective is introduced: if
heritage is a construction as we saw earlier, then all kinds of heritage could be seen as
intangible (Les Roberts 2013: 9). Following these arguments, it is arbitrary to consider music
as tangible or intangible heritage, “object-like or ethereal” (Straw 2012: 229).

These points of view are extremely relevant when developing a specific theoretical
framework to exhibit music in museums, as they challenge us with new possibilities of

representation - both through objects in the conventional sense and through sound.

l.3.1.4. ETHNOMUSICOLOGY, POPULAR MUSIC STUDIES AND MUSEUM STUDIES

The overriding purpose of my study is to examine the corpus of popular music
exhibitions using the perspectives from Ethnomusicology, and Popular Music Studies. | also
draw on recent museum conceptions, assumptions and aims that have acknowledged and
even promoted the representation of popular themes. These embrace broadly accepted themes
like popular music, which is said to attract audiences and therefore fulfils the goal of social
and cultural inclusion (Buckley 2003; Leonard 2007; 2010; Mulhearn 2011). The stimulating
ideas from the above-mentioned disciplines and moreover the conviction that popular music
exhibitions can be a challenging medium that fosters encounter, enactment, experience and

creation informed the focus of the present study.

l.4. METHODOLOGY

The data was gathered through a survey of popular music exhibitions held in Portugal
from 2007 to 2013. | also collected their wall texts and other related materials such as photos,
leaflets, and videos and conducted 19 in-depth ethnographic interviews with almost all the
curators of the surveyed popular music exhibitions, and with other museum professionals
directly involved.

The analytical work consisted of studying specifically two exhibitions: No Tempo do
Gira-Discos: um Percurso pela Producdo Fonogréfica Portuguesa (first at Museu da Musica
in 2007, and then in Faculdade de Letras, Universidade de Lisboa, 2009); and A Magia do
Vinil (Oficina de Cultura 2008; Fortaleza de Santiago, Sesimbra and Convento dos Capuchos,
Almada 2009; and Cacilhas and Palacio do Landal, Santarém, 2013). The selection of these
exhibitions results from my interest in comparing different approaches, locations and

exhibition spaces. Firstly, the Museu da Masica, an institutiton under the Directorate-General

11



for cultural heritage (Direc¢do-Geral do Patriménio Cultural) is located in Lisbon, Portugal’s
political center, and the most culturally dynamic place in the country. The practice of
Lisbon’s institutions has a substantial impact throughout the country. On the other hand, A
Magia do Vinil was held in several cultural institutions within the center of the country,

which might bring interesting contrasts to the analysis.

In considering an exhibition as a multi-modal, meaning-making event, textual, visual
and sonic narratives will be examined. Nevertheless, as this is a master's thesis, my primarily
emphasis will be on the written narrative, which | will analyse using discourse analysis and
ethnographic interviews. The texts explaining the museum displays were analyzed as
instances of museums' written communication on popular music. This analysis was

complimented with in-depth interviews with the exhibitions' curators.

One or two key interlocutors did not reply to my repeated request for an ethnographic
interview; however, | conducted an interview of about one and a half hours with all the
others. Given the limitations of a master thesis, only the ideas closely related with the corpus
to be analyzed are mentioned and discussed although the interviews generated many other
valuable contributions. As a result, some complementary trends emerged as starting points for

intellectual and practical discussion for future avenues of research.

Throughout all phases of the research, | tried to be sensitive to several ethical
considerations discussed in detail by Creswell (2013 [2007]): as such, informed consent was
obtained for the use of all interview excerpts cited. | also tried to learn as much as possible
from my interlocutors, making no mention of my own opinion when I entirely disagreed with

their perspectives.

Although this thesis is written in English, the texts analyzed by discourse analysis are
all written in Portuguese. To achieve linguistic consistency, throughout my work | often
considered translating them into English before proceeding with the analysis. Nevertheless, 1
decided not to do this as it would inevitably have led to new instantiations of communication
which had in fact never taken place. Additionally, discourse analysis is very specific and the

outcome of a Portuguese and an English version can never be considered equivalent.

I have made a determined attempt in this study to uncover the professional practices
of museums when representing popular music. Nevertheless, it is beyond the scope of this
research to judge either the veracity of the mentioned ‘historical’ facts or the appropriateness

of their selection by curators; instead, | strived to grasp their particular configuration of the
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world, how they equate popular music within that world, and to characterize the interactivity

level of the narratives within the museum'’s settings.
I.4.1. DISCOURSE ANALYSIS

| subscribe to giving particular attention to written communication for overall
exhibitions including popular music exhibitions. After all, the way something is said fosters
the way it is seen (Coxall 1999). In fact, discourse is everywhere in the form of conventional
ways of speaking that create inter-relational speaking and thinking habits; these lead to
ideologies that feed the circulation of power in societies. As a discursive practice, museum
events fall into these dynamics: they publicly disseminate powerful discursive rationales,

which are acknowledged through exhibitions.

Mention must also be made here of my understanding of communication. Classical
transmission models encompass a modernist museum’s conceptualization of communication
that places the focus exclusively on the text, but social sciences has shown that this presents
only a partial view of a rather dynamic process. | thus draw on an understanding of
communication that encompasses its inherent sense of interactivity; visitors nowadays are at
the top of the communication agenda so both text and visitor need to be taken into account.
As a result of a shift in museum practice, texts and their accessibility to a diverse audience

become critical issues if museums and other cultural institutions are to fulfil their goals.

Some authors have demonstrated that learning is fundamentally a social experience
(Dierking 1996; Falk 2006; 2009; 2010; Hooper-Greenhill 1994a; 1994b; 2000; Ross 2004;
Macdonald 2011; Witcomb 2003) and so it follows that communication is a social process,
i.e., meaning always arises in relation to the contexts of social use. This perspective, is in
stark contrast with linear transmission models of communication by attempting to account for
the role-played by visitors in the communication process. With the help of a number of
academic works, museums now have the tools to make a linguistic shift in the power relations
with their visitors so as to foster a more democratic relationship with them that also
recognizes their prior knowledge.

On the other hand, communication always fosters specific contents and meanings,
(Ravelli 2006: 3) from particular standpoints, and so it must be approached with a critical
eye.

In my understanding of knowledge, discourse plays a major role, be it oral or written:

knowledge is a human construction or a signifying system (Hutcheon 1988: 371) and
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language figures as some essential component of knowledge (Eggins and Martin 1997). Post-
modern knowledge leads us to the viewpoint that discourses are based on particular views,
conveying somebody’s interests, and that discourses are constituted socially and are socially
constitutive (Bal 2009[1985]; Cateforis 2009; Hutcheon 1988). Through pioneering academic
work, “[...] there is a new awareness [...] that history cannot be written without ideological
and institutional analysis, including analysis of the act of writing itself.” (Hutcheon 1988:
369). Discourse analysis thus emerges as a methodology to uncover cultural inequalities,
dominance and ideologies conveyed through public discourses delivered by given value
systems. It aims to understand which specific discursive structures are used to constitute a

given representation and so prompt multiplicity and disparity in narratives.

According to Gouveia, the distinctive feature of Discourse Analysis is the assumption
that linguistic systems are structured by their respective uses and that these uses are
structured by twofold social contexts: an embracing context of culture, and a more specific

and immediate context of situation (Gouveia 2008).

I draw on the Discourse Analysis principals that guide an understanding of the
relationship between language uses in written supports and social practices - i.e., establishing
relationships between texts and contexts; this is distinct form understanding the language
process exclusively through the study of its grammar. This standpoint indirectly fosters the
investigation of exhibition narratives about popular music to ascertain the prevailing
knowledge trends, the issues of representation, agendas, and interests underlying their
discourses (Bhatia et al 2008; Eggins and Martin 1997; Gouveia 2008; Halliday 1976;
Halliday and Hasan 1985; Jonhstone 2002; Martin 2000; Ravelli 2006; Sarangi and Coulthard
2000; Scollon 2000; Vieira 2002). Discourse analysis has enhanced my understanding
immensely; it is a methodology that demands practice and its results emerge from a step-by-

step process.

I. 4.2. ANALYTICAL CONCEPTS

My analysis is guided by three concepts: genre the written instantiations of
communication (exhibitions wall texts) that reflect upon the context of culture; register is
also used for the analysis of written instantiations of communication and to reflect upon the

context of situation - whereas genre aims to aggregate the texts in common formal and
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culturally organized structures, register strives to differentiate them by stressing their
situational specificity; interviewing focuses directly on the people involved, more specifically
to give a human professional portrait of the actors involved in the conception and production
of popular music exhibitions.

The notion of genre identifies the context of culture. It is well established in systemic-
functional linguistics, particularly by the work of Halliday and Martin (Halliday and Hasan
1985; Eggins and Martin 1997): genres are culturally distinctive texts types. Drawing on his
work, the Australian Louise Ravelli (1996; 2006; 2007) provides a specific framework for
genre within the domain of museum exhibitions. The author understands it as a fundamental
tool not only to write effective wall-texts, but also to analyze and interpret them. My view
coincides with hers in that by placing an emphasis on a functional understanding of language,
i.e. identifying the social purpose of the text and the structure that supports it (Ravelli 2007:
300), genre can offer a more in-depth explanation of the language and meaning of
communicative text. Moreover, post-modern scientific knowledge has clearly demonstrated
that it is very appropriate to adopt a model of socially contextualized communication, as
opposed to a more positivistic emphasis on context or form (Ravelli 2007: 302). Eggins and
Martin also state it accurately: “It is significant that we identified not just one, but several,
clusters of patterns that differentiated the texts. Similarly, we identified not just one, but

several contextual dimensions that had ‘got into’ the texts.” (Eggins and Martin 1997: 233).

Ravelli understands textual genre as the identification of a relatively stable shape or
available convention that resides in all writing, giving it body and structuring social
occasions. The use of a particular genre is determined by a social practice, which requires a
specific kind of discourse. Furthermore, genre is an invisible operative agent dominated by
the producer and the reader to ensure their convergence within a given textual object.

Identifying the genre(s) embodying a set of wall texts for an exhibition provides
information about the institution’s conceptual standing in the country's cultural panorama, the
social function of the text, i.e. argue, explain, discuss and so on, and expresses the way the
museum relates to the objects and its visitors. Although there is no real right or wrong per se
as each choice ultimately fosters meaning, the exercise of identifying genre in museum wall
texts is fundamental if we are to grasp the meanings conveyed. Essentially, if the readers
recognize the generic framework that is being used, they will attend to the social purpose and

meaning of that text within a specific type of relationship — more or less conventional. This is
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not totally unforeseen as we may have an idea of what is coming next when talking to
someone, like as if we were making predictions (Halliday 1985).

In the context of the texts of museological exhibitions there are a number of comon
genres. The report, the explanation, the recount, the procedure, the exposition, and the
discussion (Ferguson et al. 1995) are the most common, so far used as templates of meaning
construction. Each has its own identifiable purpose, a structure to support that purpose, and a
propensity to enable distinctive social relations with the audience, as Ferguson et al. have
identifyied? :

(1) REPORT GENRE

The function of report genre is to describe the way things are. Report genres can be
used to describe a whole range of natural, cultural and social phenomena. It begins with a
general classification. The object/ article is described. This can include descriptions of parts

and their functions, qualities, habits or behaviours, and uses.
(2) EXPLANATION GENRE

The function of the explanation genre is to explain processes, or why things are as
they are. It begins with a general statement to position the reader. This is followed by a
sequenced explanation. It tells the steps or processes involved in why or how something

occurs.
(3) RECOUNT GENRE

The function of the recount genre is to retell events for the purpose of informing or
entertaining. It is generally arranged into three sections: it begins with a short orientation to
position the reader; the events are listed, usually in temporal sequence; the recount genre may

finish with a re-orientation.
(4) PROCEDURE GENRE

The function of the procedure genre is to describe how something is accomplished
through a sequence of actions or steps. It has two distinct sections: it begins by describing the
goal; this is followed by a series of steps oriented to achieving that goal.

2 For more details see Appendix A Genres purposes and structure.
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(5) EXPOSITION GENRE

The function of the exposition genre is to put forward a point of view or argument. It
has three distinct sections: it begins by putting forward the writer’s point of view and
previewing the arguments that will be used; the points of the argument are listed and then
elaborated on, usually in logical sequence; the exposition genre may finish with a reiteration

of the original point of view.
(6) DISCUSSION GENRE

The function of the discussion genre is to present information about and arguments for
both sides of a topical issue, concluding with a recommendation based on the weight of
evidence. Museum texts may not necessarily make such a recommendation, leaving to make
up their own minds. It has three sections: begins with a general statement to position the
reader, and a preview or what will be covered; the arguments for and against are listed and
then elaborated on, or, if the discussion is very complex, statements of various viewpoints are
listed; the discussion genre concludes with a summary of the arguments and a

recommendation on a course of action.

The other analytical concept, is that of register. It identifies the more specific context
of situation. In practice, focusing register means examining three layers separately even
though they all run together: ideational, interactional, and textual frameworks, constructing a
specific type of field, tenor, and mode respectively.

The field of discourse or the subject matter of the text, the system of ideational
meaning, is about how we experience and interpret the world. Texts always portray, interpret
and construct a reality by representing objects, people, places and abstract concepts: it
“encompasses the meanings we make in order to engage with, understand and refer to our
world” (Ravelli 2006: 7).

The unity of representation that we make by construing our world of experience and
understanding is the clause. Who are the participants and what is it that they are engaged in?
Representation is built through participants, actions made by participants or processes, and
circumstances associated with the process. Participants include both the doer of the process
and the receiver of the action. According to Bustam, as to actions, the grammar of experience

divides the world into 6 different semiotic spaces each of which having its own prototypical
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social processes - material, mental, relational, verbal, existential and behavioral® - realized
through verbs and verbal groups. Circumstances are adverbial groups or prepositional phrases

detailing where, when, and how something has occurred (2011).

Tenor is the second concept considered. The Tenor of discourse refers to the way in
which texts enable and motivate visitors to participate. As Ravelli notably states, “texts are
social products, created and understood through processes of interaction.” (Ravelli 2006: 71).
Indeed, the choices in communication are not only about content in the representational
sense, but also convey interactional meanings. Interaction with visitors is one of the most
challenges for Museum Studies these days: at a time where the needs of visitors and
communities are paramount, this dimension has become crucial.

The tenor depends on two variables: the relative power of the interactants and the
degree of social distance or proximity between them (Ravelli 2006). Texts can allow different
relations shaped by different participants’ roles: firstly, a more formal relationship that goes
from expert to novice or expert to learner and where the visitor is expected to receive
knowledge, like in old modernist museums; secondly, from expert to expert or learner to
learner enabling visitors to reconceptualize the role of the institution. It follows that
interactional variables suit different power and distance relations (Ravelli 1996: 375).
Additionally, each instance of communication has interactional meaning that conveys the
speaking role* of the institution. As the museums write the texts, they decide on visitors' roles
and behavioral potential: when texts ascribe higher status to the museum they keep visitors at
a distance; more flexibility encourages intimacy, which means allowing visitors to receive or

to construct knowledge.

According to Louise Ravelli (2006), it is of particular importance in western culture to
distinguish between objectivity and subjectivity to achieve intimacy or distance: objectivity is
highly considered and acknowledged as scientific and it is widely accepted that it should be
offered by museums; conversely, subjectivity has been considered unscientific and thus not
distinctive or appropriate for a museum institution. Traditionally, a lack of certainty is not

well received. As social sciences have demonstrated that objectivity is not actually possible,

3 Material processes are processes of physical actions in real world; mental processes encode meaning of feeling
and thinking; verbal processes are that of saying and indicating; relational processes are that of being;
behavioral processes are that of psychological and physiological behaviour; and existential processes represent
experience by positing that ‘there is something’.

* Term coined by Louise Ravelli (2006: 70).

18



linguistics for museum studies have increasingly encouraged the use of personal linguistic
devices to represent subjectivity: expressions like: ‘it is believed that’ might reflect the

desirable subjectivity.

Tenor also refers to the stance conveyed by the text, i.e., if the text was written to
appear objective or subjective. I intentionally used the word “appear” because I am in full
accord with the idea that all texts are subjective, either implicitly or explicitly, first and
foremost because of the content selected. What is accepted as an objective text is generally a
text where the subjectivity has been hidden by some linguistic devices, like a recurrent use of
the passive voice and nominalizations so as to remove human agency. In addition, when an
institutional text is written in the third person, its voice gains authority and the content
becomes uncontested. Conversely, one can use devices to highlight the subjectivity at stake:
by encoding a personal point of view to include evaluation and attitude, whether affective,
judgemental or appreciative; and by introducing a speaker's angle on the facts by means of

modal verbs and modal adjuncts like may, should, sometimes (Ravelli 2006: 87-94).

Ravelli mentions two complementary agendas for interaction identified by Screven
(1995) and Witcomb (2003) that I will use in analytical work. The first uses three levels,
namely conventional, allowing a more passive interaction; covert allowing active engagement
by using questions and instructions; and adaptive where interaction is adapted to each visitor
through electronic devices. As | believe interactivity is also beyond the use of multimedia
devices, a second analytical framework will be used, that of spatial referring to meanings

passively transmitted, and dialogic referring to meanings that are truly negotiated.

Finally, the mode of discourse describes the text in terms of accessibility by placing it
within a more written or spoken style, i.e. more formal or informal and more impersonal or
personal, and focusing lexical density: texts closer to the spoken mode are said to be easy
reading and therefore more inclusive; conversely, texts closer to written mode are said to be
more dense, highly informative and not entirely suitable for the visitor to experience an
exhibition within the recent trends of museum studies; as to lexical density, a persistent use of
nominalizations, complex nominal groups, and words with which visitors are not familiarized
creates distance. Nevertheless, common sense is required: as long as they are not extensively

used, nominalization and nominal groups are still important resources for written texts in
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museums as they enable technical views of particular subjects and fulfil the pre-established

desires of visitors to find knowledge in museums.

The third concept for analysis is interviews, a tool of field work.

My use of interviews departs from the belief that the way informants speak is quite
informative of their values, world configurations, and behavior (Fetterman 2010: 42). |
conducted interviews with all the persons who responded positively to my request. | heard
them three or four times each before selecting the most important excerpts, which | then
transcribed in full on a specific document built for the purpose. These excerpts were then
edited and the informants were emailed to ask for permission to publish them in the current
thesis. | have intuitively learned a lot by meeting curators personally and observing their
image, speaking style and manners. Interviews have greatly influenced my own
understandings of each exhibition: even the outcome of discourse analysis has become much
more reliable when matched with pieces of fieldwork evidence.

Applying discourse analysis for interviews was beyond the scope, methodology and

time of the present work.

I.5. STATE OF THE ART

Since the late 20" century, a relatively small body of papers addressing the exhibition
of popular music in museums has been published in scientific journals and books. Overall,
they approach the subject from a broad spectrum of disciplinary backgrounds, ranging from
ethnomusicology, popular music studies, cultural studies, and museum studies. Only very few
authors have produced literature reporting on studies with similar objectives and
methodologies to the present one. Moreover, none of studies | came across draw on

pragmatic linguistics, namely on discourse analysis.
Extant literature on popular music exhibitions can be subdivided into two groups:

The first group focus the delivery of museums honouring and commemorating
popular music stars and heritage. It comments specifically on America’s The Rock and Roll
House of Fame and Museum from two approaches: a mostly descriptive review of the
museums’ conceptual ideas, contents, collections, educative programmes, and catalogues
offered by a group of curators, educators, librarians and journalists (Henke 2009; Martin

1999; Santelli 2008); and insightful critique from academics that are shifting towards
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museum practices with new research questions and tools (Barden 1999; Bergengren 1999;
Juchartz and Rishoi 2006; Reising 2001).

The second group comments on the delivery of a more conventional museum
institution and it explores the trajectories and particular challenges that narratives of popular
music music offer and require for a connective articulation between music, leading musical
figures, technologies, social history, affect, place and identity. The accounts take not only an
informal and more descriptive approach in the form of reviews (Mulhearn 2011; Souhami
2005; Stephens 2010), but also an academic one that offers extensive critical reflections
(Brabazon and Mallinder 2006; Bruce 2008; Edge 2000; Juchartz & Rishoi 2006; Leonard
2007; 2010; 2013; Maguire et al 2005), and specifically address the Experience Music
Project in Seattle, The British Music Experience in London, and several temporary
exhibitions and museum displays around the world.

Only the work of Leonard (2010; 2013) is based specifically on in-depth interviews
with curators and museum professionals. It focuses on studying the nature of the underlying
narratives of popular music exhibitions, namely that of the United Kingdom's museum
practice. The author’s analysis supports that the narratives used to mobilise popular music
worldwide for museum and exhibition audiences tend to fall into the canonical versions of the
history of “[...] particular performers, localities, genres, venues or scenes.” (Leonard: 2013:
1). Three approaches predominate: one based on a quantification rationale that uses sales as
the reference and critical appreciation; a second one weaving music and art; and a third on
representing popular music as social and local history.

Theo Cateforis (2009) also codifies the narrative devices underpinning a cohesive and
coherent history of rock, but his reflections come from a totally different setting, that of the
use of sources and storytelling to teach popular music history. The author draws attention to
the fact that, when asserted over time, “they come to be taken as essential truths of a near-
mythical quality”, and we ought to be aware of the ideologies and values embedded within
them. In terms of canonical narratives of popular music, he mentions the narrative of
authenticity; the narrative of the great artist or the great white male; and the narrative of

youth culture.

Overall, literature addressing popular music in museums is innovative and | truly
believe that it testifies to the onset of a museological and public understanding of a museum

movement embracing popular culture.
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I believe that the studies conducted by academics, as opposed to those by curators and
other museum professionals, offer deeper insights by introducing contemporary ethnographic
approaches that defy conventional museum practices. They stress the success of exhibitions
about popular music themes as well as their capacity to produce new discourses and new
perspectives for collections. Furthermore, they endeavour to “officially” bring the popular
music museum into the framework of contemporary Museum Studies. The main parameters
of discussion are the ideologies underlying the exhibitions thus raising awareness of the
ideological gaps and silences in the discourses, the different types of narratives, and the
representation of popular music through material culture. Following this, some articles even
advocate curatorial work to contextualise objects so that their public interpretation leads not
only to passive nostalgia, material inertia and a sense of authenticity, but also to discussion
about popular music practices through history (Brabazon and Mallinder 2006; Leonard 2007,
2013; Maguire et al 2004; Reising 2001).

The use of musical sound in popular music museums and exhibitions is an issue that
will not be analysed in depth given the limits of this master’s dissertation but is of the utmost
importance when addressing music in a museum. Nevertheless, it is recognised as
problematic for logistical reasons, e.qg. its ethereal and disturbing state of being, and therefore
this corpus of literature deals with it superficially and little mention is made of its practice.
However, let me emphasise Edge (2000) and Leonard (2013) as exceptions for deliberately
tackling it: Edge (2000) discusses the topic by outlining the deterrent factors: financial
restrictions; ruling class ideologies opposed to noise; traditional ocular-centric museum
practices; and the idea asserted by Shepherd and Wicke that vision is more easily controlled
and therefore safer than sound (Edge 2000: 4); Leonard’s paper Staging the Beatles:
ephemerality, materiality and the production of authenticity in the museum (2013),
specifically discusses the successful use of music in combination with an object to restage a

moment in history and is enthusiastic about what it offers museum curation.
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CHAPTER Il — EXHIBITING POPULAR MUSIC IN PORTUGAL: NO TEMPO DO
GIRADISCOS: UM PERCURSO PELA PRODUCAO FONOGRAFICA PORTUGUESA
EXHIBITION (MUSEU DA MUSICA, 2007; FACULDADE DE LETRAS,
UNIVERSIDADE DE LISBOA, 2009)

The exhibition No Tempo do Giradiscos: um percurso pela producdo fonografica
portuguesa was originally held at the Museu da Musica in Lisbon, from 9" May to 23" June
2007, and latter, in 2009, at Faculdade de Letras. It was curated by Anténio Tilly and Jodo
Carlos Callixto. Anténio Tilly is a researcher at Instituto de Etnomusicologia, Musica e
Danca, and lecturer at the Department of Musicology, Faculdade de Ciéncias Sociais e
Humanas of Universidade Nova de Lisboa. His teaching includes undergraduate and
postgraduate modules on new technologies of sound and popular music studies; Jodo Carlos
Callixto is a researcher and music archivist. His research focuses specifically on Portuguese
popular music from 1950s to the 1960s and has resulted in publications. He is also an author

and presenter of TV and Radio programs about the history of popular music in Portugal.

The examination of the exhibition embraced not only the study of the processes
leading up to it, but also an analysis of the exhibition itself, as well as interviews with its
curators Antonio Tilly, Jodo Carlos Callixto, Maria Helena Trindade, the director of Museu
da Musica at the time of the exhibition, and Rui Nunes, a museum technician that coordinated

the production of the project.

Several events involving both the Museu da Mdusica and the Instituto de
Etnomusicolgia, Musica e Danga (INET-MD) provide the background for the exhibition,

namely:

The Secretary of State for Culture in 2007, Mério Vieira de Carvalho, had appointed a
commission of experts to work on a proposal for a Sound Archive in Portugal. The idea was
for the archive to be part of the Museu da Musica and so regular working meetings to discuss
the subject started to take place and involved professionals from both the museum and INET-
MD.

Simultaneously, a number of researchers from INET-MD had been working for
several years on the Enciclopédia da Musica em Portugal no Século XxXx, directed by Salwa
Castelo-Branco. As such, there was a large amount of available knowledge encompassing

two complementary domains of music practice in Portugal in the twentieth century: a wealth
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of organized information on musicians and other actors, genres and musical practices; and a
mapping of the records and their musicians, their recording studios and editors. Antonio Tilly
and Jo&o Carlos Callixto, that later became curators of the exhibition, were both chief actors
in this research: Antdnio Tilly was the executive coordinator of the Encyclopaedia and Jodo
Carlos Callixto had a unique and remarkable expertise on the Portuguese phonographic

editions, building a comprehensive index of the records produced so far.

Turning to what set the wheels of the exhibition in motion, two actors stand out: Rui
Nunes, a senior technician® of Museu da Musica, and Anténio Tilly.

The discussion with Antonio Tilly at the above-mentioned meetings on creating a
Sound Archive in Portugal were so enjoyable and fruitful that Rui Nunes invited him to
present a proposal for an exhibition specifically on the theme of his doctorate: the Portuguese
phonographic industry. Tilly then invited Jodo Carlos Callixto to join him and they both
curated the exhibition. Rui Nunes was also fundamentally involved in the project as the
executive producer: moreover, he found a creative solution to overcome every single obstacle

raised by the lack of a specific budget.

The ensuing exhibition gained a political purpose: to draw the political and public
spheres' attention to the urgency of building a Sound Archive in Portugal. Eventually, the
purpose of building the archive ended up being the compelling reason for holding the
exhibition, as the statements of Anténio Tilly testify:

All in all, it was the archive that was at stake, the National Archive with a section for
Museu da Musica; | was totally in agreement with this and we worked on the idea and
on seeing if we could do it at a low cost; it would have gone ahead for sure if the
minister and secretary of state hadn’t resigned. It was really bad that this cut came
when it did because it ruined everything we’d done, a great pity in national terms
(Anténio Tilly, 13" November 2014). ®

® Técnico superior is a professional category within the Portuguese Public Service.

® No conjunto, era o arquivo que estava em causa, 0 Arquivo Nacional do Som com se¢do do Museu da MUsica,
com o que eu concordei e estivemos a trabalhar nessa ideia e a ver o que seria possivel fazer com baixos custos,
e teria ido para a frente com certeza se ndo tivesse sido demitida a ministra e o secretario de estado. foi muito
mau ter cortado aquilo naquele momento porque estragou tudo o que estdvamos a fazer, o levantamento a nivel
nacional (Anténio Tilly, 13 November 2014).
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However, this must be understood as an underlying political purpose, so it did not
interfere directly in the specific thematic focus of the exhibition, namely the music produced
in Portugal when the phonographic industry emerged. Rui Nunes' statement clearly
corroborates this:

That [the archive] was not the main reason behind doing the exhibition; of course the
exhibition was put on above all because the theme seemed interesting, it was a result of
the contact that was made with Antonio, wasn’t it, and with the work that he himself
was doing on the phonographic industry in Portugal, but it was an extremely interesting
theme (Rui Nunes, 11° November 2014).”

Nevertheless, mention must be made of the implicit relationship between this ulterior
purpose of constructing a Sound Archive and the exhibition itself. Actually, the option of
exhibiting record sleeves and their sound for the first time is a major shift within the practices
of representing music themes in the museum: it is the first time that the Museu da Musica
made its phonographic objects visible as a valuable artifact worth exhibiting and somehow
exploited discursively. As a result, the museum is addressing two fundamental tasks:
advocating and fostering safeguarding strategies for immaterial culture and assigning popular
music with a heritage stance, even if this was done with no specific deliberation - as we shall
further see from the interview of Maria Helena Trindade. This meant not only new challenges
for the museum but also a direct interest in the Sound Archive, which highlighted its national

significance. Together Anténio Tilly and Rui Nunes alluded to this:

The archive, but also showing that the music museum as an exhibition venue, as a
museum, could also be a space for records. The records were also something to be
exhibited, which could be talked about [...], so we wanted to introduce the phonogram,
and more sepcifically the musical phonogram, as a subject into the public sphere, as
something to be shown (Anténio Tilly, 13" November 2014).°

7 Néo foi esse 0 objetivo principal com que se fez a exposicao, 6bvio que fazer a exposicéo foi sobretudo porque
0 tema parecia interessante, resultou desse contacto que foi estabelecido com o Antonio, ndo é, e com o
trabalho que ele prdprio estava a desenvolver em torno da industria fonografica em Portugal, mas era um tema
muito interessante (Rui Nunes, 11* November 2014).

8 O arquivo e mais, mostrar que 0 museu da masica, como local de exposi¢des, como museu, também podia ter
espaco para os discos. Os discos também eram coisas que se expunham, das quais se podia falar [...], portanto
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and:

On the other hand, the question of the phongrams because they were, and are, a heritage
of the museum but had never been dealt with in exhibition terms, because the idea was
to have one side that worked on heritage that wasn’t being used and at the same time to
make an exhibition on a theme that interested people (Rui Nunes, 11% November
2014).°

Museu da Mdsica is under the Directorate-General for Cultural Heritage (Direcédo
Geral do Patrimonio Cultural) and was inaugurated in Lisbon in 1994. Its collections
encompass more than a thousand instruments from the 16" to the 20™ century, most of which
come from the former collections of the musicologist Michel’Angelo Lambertini (1862-
1920), the composer and painter Alfredo Keil (1850-1907) and the collector Carvalho
Monteiro (1848-1920). The majority of the instruments are European, but also African and
Asian, and classical, whilst a few are from popular music practices. The museum also has a

documentation center, an iconographic collection and a sound archive.

According to the museum's mission statment which was last updated in 2008, its
mission is to safeguard, preserve, study, valorize and to disclose its collection, while at the
same time making it available for research, education and entertainment for all those who are
interested. (Regulamento Interno do Museu da Musica's last version, 28" November
2008).This is further substantiated in some specific assignments such as the acquisition of
new pieces; the encouragement of a complete study of the collections through the holding of
the permanent and temporary exhibitions and the publishing of studies; by maintaining the
qualitative integrity of the instrument collection; by organizing educational visits,
recitals, conferences and other events.

Its permanent exhibition focuses on the collections of instruments grouped in families
and in accordance with well-established classification norms. The selection of the items for
display gives priority to pieces that are well made and of aesthetic value, placing particular

nés queriamos instituir o fonograma, e designadamente o fonograma musical, como assunto na esfera publica,
uma componente de mostra (Anténio Tilly, 13" November 2014).

9 Por outro lado a questdo dos fonogramas, porque era um patrimoénio que nos tinhamos aqui no museu, e temos,
mas que nunca tinha sido tratado em termos de exposicdo, portanto havia essa perspectiva de por um lado
trabalhar em patrimdnio que estava parado e ao mesmo tempo fazer uma exposi¢cdo com um tema que fosse
interessante para as pessoas (Rui Nunes, 11% November 2014).
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emphasis on musical instruments of Portuguese manufacture. During the first ten years, the
exhibition delivered the sound of some of the exhibited instruments through specific
equipment scattered throughout the gallery. After this period, these sets not only had suffered
from wear and tear, but had also become obsolete and their maintenance impractical. Since
then, due to financial difficulties, the museum has had no means to install cutting-edge

equipment so the musical sound is no longer exhibited.

Although the museum has no specific gallery for temporary exhibitions and other
activities, it actively started organizing temporary exhibitions in its second year of activity in
1995 with the Liszt em Lisboa exhibition. These were mainly displayed in the inner side of
the columns delimitating the area of the permanent exhibition. The columns also form a
rectangle in the middle of the gallery where concerts, conferences and other activities take
place. This architectural specificity hinders visitors from following and interpreting the
narratives of the exhibitions, even though the museum strives to give consistency to the
design of each exhibition.

During a first dynamic period, from 1995 to 2006, the temporary exhibitions
addressed art music themes. From 2006 on, they also focused on popular music in two
temporary exhibitions: Fender 60 anos: 1946-2006 and Banda da Carris - 77 anos ao servico
da musica. Whilst the regulations of the museum do not make specific mention of or
encourage exhibiting popular music themes, its 6" article, paragraph e) provides the

framework to do so:

Valorize and disseminate the Museum and its collections among the various audiences,
above all Portuguese music, the organological, phonographic and musical heritage in
general, as well as the instituions or individuals who made a relevant contribution to
this (Regulamento Interno do Museu da Musica's last version, 28™ November 2008).%°

Nevertheless, in the words of Maria Helena Trindade, the director of the museum at
the specific time of the temporary exhibition No Tempo do Gira-Discos, there was no real
attempt to exhibit popular music or even to broaden the range of visitors by addressing a

more contemporary set of musical genres. Instead, at a time when a dramatic slump was

10 Valorizar e divulgar junto dos diversos publicos o Museu e as suas cole¢Bes, a musica, sobretudo a
portuguesa, o patrimonio organolégico, fonogréfico e musical de uma forma geral, bem como as institui¢des ou
particulares que contribuam de forma relevante na mesma direcdo (Regulation of Museu da Music's last version,
28™ November 2008).



consistently constraining the cultural sector, the museum needed to take advantage of
external proposals and welcome projects covering a diversity of interesting topics on music.

This helped the museum to remain dynamic:

[...] we always welcome an idea, anything interesting that comes from outside, we
welcomed the project with open arms, we find it so difficult to do things because the
budget doesn’t allow us to finish them, or even do projects (Maria Helena Trindade,
28" March 2014).*

Maria Helena Trindade again stressed this lack of a specific strategy for exhibiting
popular music or any other music when | asked her about the the exhibition No Tempo do

Gira-Discos:

This happened by chance, because of people we got to know and projects we were
working on. There had never been a strategy because at one time the musem did a plan
of activities and organized or thought about a large exhibition focusing on a composer
[...], but there was in fact a budget for it. There came a time when we tried to do a plan
of activities with a small exhibition, but it was rarely approved, so we had to turn
elsewhere and from then on we started to do other small exhibitions and more often
than not without any budget, we asked for a lot of support, direct payment (Maria
Helena Trindade, 28" March 2014).

On the other hand, Rui Nunes, who was closely involved in setting up the exhibition,
explicitly mentioned in his interviews the need for the museum to offer a fresh approach to
music so as to attract a wider range of visitors. Furthermore, tackling a range of musical
practices other than art music is in his opinon mandatory if one is to be in line with a more

inclusive and contemporary understanding of musical practices:

117..] nés recebemos a ideia, tudo o que vem de fora e que seja interessante, recebemos o projeto de bracos
abertos, nés temos tanta dificuldade em fazer coisas, porque ndo ha orcamento para as concluir e até projetar
(Maria Helena Trindade, 28" March 2014).

12]...] sdo coisas que aconteceram por um conjunto de circunstancias, pessoas que fomos conhecendo e projetos
que estdvamos a desenvolver. Nunca houve uma estratégia prévia porque até determinada altura o museu fazia
um plano de atividades e organizava ou pensava ma uma grande exposi¢do dedicada a um compositor [...], mas
havia de facto orcamento. A partir de certa altura mesmo que tentdssemos fazer um plano de atividades tendo em
conta uma pequena exposicao, raramente eram aprovados, portanto tivemos que nos virar para outras coisas e dai
comecarmos a fazer outras exposicdes pequenas e maior parte das vezes sem orcamento nenhum, pediamos
muitos apoios, pagamento direto (Maria Helena Trindade, 28" March 2014).
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One thing | always did was to read the visitors book where they wrote their opinions
and, in fact, there are some comments that tell us about what people think the museum
should be doing [...] and, clearly, some of the things they are referring to are: where are
the most contemporary instruments?; a music museum with so little music? where is
the music? There are a series of things that people question and that essentially point to
this, that we have to take a more inclusive perspective to the contents (Rui Nunes 11
November 2014). 3

and:

The exhibition happened almost by chance, but for me it became extremely logical (Rui
Nunes 11* November 2014). **

Rui Nunes also clearly stressed his strong support and enthusiasm for the Museu da
Modsica to be delivering themes of popular music and in this way fostered the emergence of

new approaches to music in the professional museum sector:

I think that pop-rock is something that happens in society, and museums should reflect
what happens in society [...], because if we only address things that have nothing to do
with the day to day and people’s lives, then museums become distant (Rui Nunes, 11%
November 2014).°

Turning to the exhibition itself, it covers the music published by the Portuguese
phonographic industry, namely popular music, during the period it emerged in the 1960s and
1970s. In the words of the curator Anténio Tilly, the fact that the exhibition focuses on

popular music must be viewed as a consequence of a primary objective, that is, to address the

13 Uma coisa que sempre fiz foi ler os livros de visitas onde as pessoas vao escrevendo as suas opinides e, de
facto, ha conjuntos de comentarios que representam as expectativas que as pessoas tém em relacdo ao que o
museu deveria ser [...] e é ébvio que umas das coisas que as pessoas referem é: onde é que estdo 0s instrumentos
mais contemporaneos?; um museu da musica com tdo pouca musica? onde € que estd 0 som? Ha uma série de
coisas que as pessoas vado questionando que apontam no fundo para essa direcdo, a de que temos que ter uma
perspectiva mais inclusiva ao nivel dos conteddos (Rui Nunes 11% November 2014).

Y A exposicdo surgiu quase por coincidéncia, mas para mim tornou-se altamente légica (Rui Nunes 11°
November 2014).

> Eu acho que o pop-rock é algo que acontece na sociedade e os museus devem refletir aquilo que acontece na
sociedade [...], porque se estivermos sO a tratar de coisas que ndo tém nada a ver com o dia a dia e com a
realidade das pessoas, 0s museus tornam-se distantes (Rui Nunes, 11% November 2014).
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music published by the Portuguese phonographic industry when it emerged. Ultimately, it is
the fact that the phonographic industry was commercially interested specifically in fado,
cancdo ligeira, rock and roll and so forth, all popular music's genres that were being
developed hand in hand with the phonographic industry, that conditioned the musical
practices addressed by the curators. The approach was then to report and describe these new

musical practices, their various actors, and their diversity:

The exhibition began the moment there was a micro-recording, an industry that was
somehow autonomous in Portugal. And what is an autonomous industry? It’s the
records made here, the recordings decided on here, the groups here, the companies that
record here [...] So our question is: what records, who was recorded, where did they
record? (Anténio Tilly, 13" November 2014)'®

Alongside the exhibition, the museum provided several guided tours with both
curators and other actors from different professional backgrounds. A cycle of lectures
covering the main themes addressed in the exhibition was also organized: this aimed to
reflect and fully engage visitors with the challenging intellectual approach to the music of
contemporary academia. Furthermore, the museum made a visible effort to broadly publicise
the exhibition and its simultaneous activities in the mass media. Finally, it took every
opportunity to open public opinion and political sphere to for the urgency of the Sound
Archive.

No Tempo do Gira-Discos: Um Percurso Pela Producdo Fonografica em Portugal
went on display in 2007. This means that the museum was already sujected to various
economic restrictions and no longer received a specific budget from the tutelage, at the time
Instituto dos Museus e da Conservacdo, to produce temporary exhibitions. In fact, the
exhibition was put on thanks to the following support: INET-MD, that kindly gave all the
scientific research; Creative, that generously loaned two digital jukeboxes; Lusitania Seguros,
that covered the insurance of the exhibits as part of its regular agreement with the museums

under the guard of Instituto dos Museus e da Consevacéo; and some volunteer work.

1® A exposicdo comeca a partir do momento em que houve micro-gravacdo, uma inddstria de certa maneira
auténoma em Portugal. E o que é uma indGstria autonoma? E os discos feitos ca, gravacdes decididas cé, grupos
de c4, empresas de ca a imprimirem ca [...] E a nossa pergunta é: que discos, quem é que foi gravado, onde é que
gravaram? (Anténio Tilly, 13" November 2014).
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The objects selected to be exhibited comprised a showcase of nearly 200 vinyl record
sleeves, a few turntables, the exhibition of music sound from a small selection of records
through fixed jukeboxes and headphones, and the display of text panels. These generated
three concomitant narratives: a material one consisting of the record sleeves; an immaterial

one, embodied in the sound of some songs; and a written one delivered by the text panels.

1. 1. WRITTEN NARRATIVE

In formal terms, the exhibition had a foregrounded title and 11 sections (as each
section matches a panel, henceforth | will use the terms section and panel interchangeably),
each with its own title and text. The sections follow an intertwined temporal and thematic
sequence: every section was then complemented with panels on significant Portuguese

musicians and other agents (as | will show below in more detail).

The length of the texts is unsuitable for this specific modality. Ultimately, the visitor
IS expected to read a total of 8782 words. According to Serrell (1996), five words per second
IS an average museum reading speed (Serrel 1996: 27), so even the most interested reader

would have had to stand for at least 30 minutes just to read the full text.

The text panels result from an adaptation of the entries in the Encilopédia da Mdsica
em Portugal no Século xx. Moreover, the encyclopaedia was very recent at the time of the
exhibition, and in fact still is. The writing of this reference work must be given special
mention as it gave rise to an unprecedented stage for academic knowledge about musical
practices in Portugal: it brought new dynamics to the research on music in Portugal and, as a
result, shed a clear light on the subject. Ultimately, it also played a fundamental role in
providing the opportunity of the exhibition; it thus goes without saying that if there had been

no encyclopaedia, there would have been no discourse on which to build the exhibition.

1. 1.1.1. NARRATIVE GENRE IN THE OVERALL EXHIBITION AND SECTIONS

The over-riding goal of the exhibition is not immediately evident as the focus of the
texts varies from musical genres, time-lines, influences, musicians and other relevant actors,

to the recording industry. Moreover, in structural terms, there is no introductory section to
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position visitors in relation to the exhibition’s objectives. Although one of the curators refers
in an interview to the text presented in the first panel as an “introduction to the exhibition”
(Jo&o Carlos Callixto, February 18th, 2013), in fact it gives an overview of musical practices
in Portugal immediately prior to the specific period addressed by the exhibition. Even the title
No Tempo Do Giradiscos: Um Percurso pela Producdo Fonogréafica Portuguesa, does not
clearly reflect the curators’ general viewpoint and objectives. Moreover, the term fonografica

is not common in discourse about music, outside academic circles.

As to the organization of the narrative itself and its content, the analysis of the texts
vs. the data that | have gathered from my conversations with the curators allude to some

misgiving that need closer examination.

From my long conversation with Antdnio Tilly, | have gleaned his intention for the
texts to address three main genres by expounding their emergence and development over
time. In the words of Tilly, these genres are: cancdo ligeira, addressed by the sections Da
Radio ao Disco; pop-rock, addressed by the sections Novos Ritmos, Novas Dancas, Novos
Estilos; and nova musica popular portuguesa, addressed by the sections Para Uma Nova
Musica Popular Portuguesa, as follows:

Table 1 - List of the sections of the exhibition No Tempo do Gira-Discos: Um Percurso pela
Producdo Fonogréfica Portuguesa

=

Antes de 1960

Da Radio ao Disco — 1960-1969

Da Radio ao Disco — 1970-1980

Novos Ritmos, Novas Dancas, Novos Estilos — 1960-1967
Novos Ritmos, Novas Dancas, Novos Estilos — 1967-1974
Novos Ritmos, Novas Dancas, Novos Estilos — 1974-1980
Para uma Nova Musica Popular Portuguesa —1960-1968
Para uma Nova Musica Popular Portuguesa — 1968-1971
Para uma Nova Musica Popular Portuguesa — 1971-1974
10. Para uma Nova Musica popular Portuguesa— 1974-1980
11. Protagonistas na Sombra

©|® N o ||k W N

Morvover, in the words of Tilly, these genres must be understood as universes of
production rather than from the conventional stylistic point of view; what is underlying the

discourse is a rationale of three branches of musical and phonographic practice:
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It is a line of genres that emerged over time [...], the genres were organized according
to the type of musical practice, the musical practice might not be linked to the
conventional genre but to the type of distinct practices (Anténio Tilly 13 November
2014).7

In terms of what distinguishes the three universes of practice, Tilly expanded as

follows:

We have cancao ligeira in which there is a singer interpreter who basically doesnt even
write the music. There’s a singer, a composer, a song festival and an orchestra
accompaniment [...] to the untrained eye ends up forming a genre that they call
nacional cangonetismo and which is associated with the New State [...]; then new
practices emerged, the songs of the Coimbra students, some people, composers,
inventors of melodies and texts appeared that ended up playing a role in Portuguese
society [...]; that was the case of Zeca Afonso, but he never recorded with an orchestra,
from the standpoint of musical practices it is another universe, with other values;
everything is diferent, there is a viola and a Coimbra guitar that ultimately disappeared
[...] they are people who picked up a viola and starting singing lyrics, what was
important was to make youth aware of the lyrics; and then there was the rock that
appeared in pop music [...], it begins with mimicry, they are young people who like
singing Anglo Saxon music, this was what later was multiplied in the autonomization

of rock processes (Anténio Tilly 13" November 2014). '8

Nevertheless, although this interesting perspective became very clear to me from our
conversation, an attentive analysis of the text itself does not provide this underlying idea.

There is no explicit description or even mention of different universes of practices, be they

17 E uma linha de géneros conforme v&o emergindo ao longo do tempo [...], a organizacio dos géneros tem a ver
com o tipo de prética musical, a pratica musical pode ndo estar ligado ao género convencional, mas sim ao tipo
de préticas distintas (Anténio Tilly 13 November 2014).

18 Temos a cangdo ligeira em que hd um cantor intérprete que basicamente nem é o autor da musica. Ha um
cantor, um compositor, o festival da cancdo e o acompanhamento orquestral [...] aos olhos simplificados acaba
por constituir o género a que chamaram nacional cangonetismo e que esta conotado com o estado novo [...];
depois emergem novas praticas, a can¢ao dos estudantes de Coimbra, emergem algumas pessoas, compositores,
inventores de melodias e de textos que acabam por ter um papel interveniente na sociedade portuguesa [...] € 0
caso do Zeca Afonso, mas que nunca gravou com orquestra, portanto, do ponto de vista das praticas musicais é
outro universo, com outros valores, tudo é diferente, hd uma viola e a guitarra de Coimbra que as tantas também
desaparece [...] sdo pessoas que pegaram numa viola e que comegaram a cantar textos, a importancia era
consciencializar os jovens através do texto; e depois ha o rock que aparece na musica pop [...], comega com o
mimetismo, sdo jovens que gostam de cantar as musica anglo-americanas, aquilo que mais tarde se vai
multiplicar em processos de autonomizacéo do rock (Anténio Tilly 13™ November 2014).
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musical or phonographic. Above all, I believe a common visitor would perceive an
underlying structure grounded in the so-called Portuguese musical genres: ultimately, groups
of sections entitled Da Radio ao Disco would be addressing the everyday terms cangdo
ligeira or nacional-cangonetismo; groups of sections entitled Novos Ritmos, Novas Dancas,
Novos Estilos would be addressing pop-rock; and groups of sections entitled Para uma Nova
Musica Popular Portuguesa would be addressing the everyday term cantautores, cancao de

intervencéo, or cangao de protesto.

Let's move on to focus on the data from a discursive analysis of the texts. As
mentioned before in the subsection 1.4.2. Analytical Concepts, my analysis is guided by the
concepts of genre (see also Appendix A); and register, namely by the analysis of filed, tenor
and mode (Ravelli 2006).

As we have seen from the above discussion, three universes of music are established.
Concomitantly, a time-line is immediately perceived from the sequence of section titles. Each
musical genre is then subdivided into a set of periods, together with a number of biographies,

as we can see from the table below:

Table 2 - Detailed list of the sections of the exhibition No Tempo do Gira-Discos: Um Percurso pela
Producao Fonogréfica Portuguesa

1. Antes de 1960 (sectional text)
1.1. No6brega e Sousa — 1931-2001 (biographical text)
2. Da Réadio ao Disco — 1960-1969 (sectional text)
2.1. Thilo Krasmann — 1933-2004 (biographical text)
2.2. Simone de Oliveira — 1938 (biographical text)
3. Da Radio ao Disco — 1970-1980 (sectional text)
3.1. Fernando Tordo — 1948 (biographical text)
3.2. Paulo de Carvalho — 1947 (biographical text)
3.3. José Carlos Ary dos Santos — 1936-1984 (biographical text)
4. Novos Ritmos, Novas Dancas, Novos Estilos — 1960-1967 (sectional text)
4.1. Sheiks — 1963-1968 (biographical text)
5. Novos Ritmos, Novas Dangas, Novos Estilos — 1967-1974 (sectional text)
5.1. A Galéxia José Cid (biographical text)
6. Novos Ritmos, Novas Dangas, Novos Estilos — 1974-1980 (sectional text)
6.1. Banda do Casaco — 1973-1984 (biographical text)
6.2. Tantra—1976-1981 (biographical text)
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7. Para uma Nova Musica Popular Portuguesa —1960-1968 (sectional text)

7.1. José Afonso — 1929-1987 (biographical text)

7.2. Adriano Correia de Oliveira — 1942-1982 (biographical text)

8. Para uma Nova Musica Popular Portuguesa — 1968-1971 (sectional text)

9. Para uma Nova Musica Popular Portuguesa — 1971-1974 (sectional text)

9.1. José Mério Branco — 1941 (biographical text)
9.2. Sérgio Godinho — 1945 (biographical text)
9.3. José Niza — 1938 (biographical text)
9.4. Arnaldo Trindade, Lda. — 1952-1983 (biographical text
10. Para uma Nova Musica popular Portuguesa— 1974-1980 (sectional text)
10.1. Fausto — 1948 (biographical text)
10.2. GAC- Vozes na Luta — 1974-1979 (biographical text
10.3. Brigada Victor Jara — 1975 (biographical text)
11. Protagonistas na Sombra (sectional text)
11.1. Hugo Ribeiro — 1925 (biographical text)
11.2. José Fortes — 1943 (biographical text)

Following an attentive content analysis of the texts, | uncovered the underlying
argument, namely to show evidence of the quantity and diversity of musical production in
Portugal before the “boom do rock portugués” in the 1980s. This is achieved by mentioning
the long list of musicians and other musical actors in a chronological-historical alignment.
The intended indirect response on the part of visitors would be that they grasp and
acknowledge this information. The biographies following each genre-time section function as
a reiteration in that they add in-depth knowledge on a specific artist and help persuade
visitors of the above-mentioned argument. The overall narrative macro-genre of the

exhibition is thus expositive (see the subsection 1.4.2. Analytical Concepts and/or appendix

A):

Table 3 - Genre stucture of the sections of the exhibition No Tempo do Gira-Discos: Um Percurso pela Producéo

Fonografica Portuguesa

Introduction 1. Antes de 1960

(sectional text)

1.1. Nbbrega e Sousa — 1931-2001

(biographical text)

2. Da Radio ao Disco — 1960-1969

(sectional text)

2.1. Thilo Krasmann — 1933-2004

(biographical text)

CangZo ligeira/ 2.2. Simone de Oliveira — 1938

(biographical text)

nacional

canconetismo 3. Da Radio ao Disco — 1970-1980

(sectional text)
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3.1. Fernando Tordo — 1948 (biographical text)

3.2. Paulo de Carvalho — 1947 (biographical text)

3.3. José Carlos Ary dos Santos — 1936-1984 (biographical text)

4. Novos Ritmos, Novas Dancas, Novos Estilos — 1960-1967 (sectional text)

4.1. Sheiks — 1963-1968 (biographical text)

Pop-rock 5. Novos Ritmos, Novas Dangas, Novos Estilos — 1967-1974 (sectional text)
5.1. A Galéxia José Cid (biographical text)

6. Novos Ritmos, Novas Dangas, Novos Estilos — 1974-1980 (sectional text)

6.1. Banda do Casaco — 1973-1984 (biographical text)

6.2. Tantra—1976-1981 (biographical text)

7. Para uma Nova Musica Popular Portuguesa —1960-1968 (sectional text)

7.1. José Afonso — 1929-1987 (biographical text)

7.2. Adriano Correia de Oliveira — 1942-1982 (biographical text)

8. Para uma Nova Musica Popular Portuguesa — 1968-1971 (sectional text)

Cantautores/ 9. Para uma Nova Musica Popular Portuguesa — 1971-1974 (sectional text)
.&ZP&;ZSS 9.1. José Mério Branco — 1941 (biographical text)
9.2. Sérgio Godinho — 1945 (biographical text)

9.3. José Niza — 1938 (biographical text)

9.4. Arnaldo Trindade, Lda. — 1952-1983 (biographical text)

10. Para uma Nova Musica popular Portuguesa— 1974-1980 (sectional text)

10.1. Fausto — 1948 (biographical text)

10.2. GAC- Vozes na Luta — 1974-1979 (biographical text)

10.3. Brigada Victor Jara — 1975 (biographical text)

_ 11. Protagonistas na Sombra (sectional text)
Appendi 11.1. Hugo Ribeiro — 1925 (biographical text)
11.2. José Fortes — 1943 (biographical text)

Both curators' testimonies corroborate this analysis:

Well, there was also the aim of making this moment of emergence known [...]. Our idea
was to show the diversity of music made in Portugal as well, the diversity of the

phongraphic industry (Anténio Tilly, 13" November 2014)."

19 Bom, também havia o objectivo de divulgar este momento de emergéncia [...]. A nossa ideia foi mostrar
também a diversidade da musica feita em Portugal, a diversidade da industria fonografica (Anténio Tilly, 13"
November 2014).
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and:

In a certain way it was trying to touch on the 20 years that came before what some
people usually think of as the start of Portuguese music. [...] Neither Anténio Tilly or |
deny the importance of the "Portuguese rock boom" [...] but that wasn’t the start of

Portuguse music at all (Jodo Carlos Callixto, 18th February 2014).%°

According to the literature specificaly on narrative genres for museums (Ferguson et
al. 1995; Ravelli 2006), exposition genre does not specifically allow for a dialogic
relationships with visitors, but rather points to a disguisedly authoritative relationship where
visitors are expected to acknowledge the information. It thus brings visitors to a more

traditional interactive practice (Ravelli 2006: 22).

Having identifyed this overriding purpose deployed by the structure of the panels, a
further and more detailed analysis of sectional and biographical texts is required. They are
very descriptive and ultimately privilege the social role of informing by retelling events, and
thus fall into the recount genre (see the subsection 1.4.2. Analytical Concepts and/or appendix
A). According to Ravelli (2007), the social function of recount genre is to specifically retell a
whole range of phenomena, such as the cultural configurations and personal biographies in
use here: it usually begins with a short orientation to position the reader followed by an
enumeration of the events, usually temporally sequenced, and it may finish with a final
reorientation. Although this primary orientation is often not immediately apparent in the
sectional and biographical texts reviewed, their general structure does allow the retelling of
events arranged in chronological, and sometimes also thematic, sequences, which is naturally
a distinctive feature of the recount genre. Other typical features are the writing in the past
tense, sometimes following temporal sequences, the use of actional processes (by means of
verbs), the use of the 3 person - “[...] foram os fonogramas que ajudaram [...]" -, and the
statement of details of time and time linkers - ‘Depois das partituras [...]’; ‘Na década de 40

[...]” - place and manner.

The four examples below are illustrative:

20 Foi tentar tocar nos 20 anos anteriores aquilo que muitas pessoas normalmente pensam que € quase o inicio da
masica portuguesa. [...] Nem eu nem o Anténio Tilly negamos, é evidente, a importancia do boom do rock
portugués [...] mas a musica portuguesa n&o nasceu ai (Jo&o Carlos Callixto, 18" February 2014).
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Table 4 - Genre stucture of the panel Da Radio ao Disco (1960-1969), exhibition No Tempo do
Gira-Discos: Um Percurso pela Producéo Fonogréfica Portuguesa

General opening orientation

The facts are listed

The facts are listed

The facts are listed

The facts are listed

Da Réadio ao Disco (1960-1969) — Sectional Text

Na década de 1960, uma nova geracdo de musicos compositores e
orquestradores, como Jorge Machado (1927-2006), Thilo Krasmann
(1933-2004) ou Jorge Costa Pinto (1932), adoptou 0s hovos estilos em

voga no jazz e na masica pop internacional.

Progressivamente, a "cancéo ligeira" francesa e italiana foi chegando ao
Pais. O Festival da Cangdo Portuguesa (1958) deu lugar ao Festival da
Cancdo da RTP (1964).

Também Joaquim Luis Gomes (1914) e Shegundo Galarza (1924-
2003), ja activos na década anterior, souberam actualizar-se e ajudaram

a mudar a "cangdo ligeira".

De entre os cantores, tiveram um papel importante Simone de Oliveira
(1938), Madalena Iglésias (1939), Paula Ribas (1934), Antdnio
Calvério (1938), Artur Garcia (1937), Tony de Matos (1924-1989)
ou Jodo Maria Tudella (1929) - de todos se mostram fonogramas na

exposicéo.

Quanto a autores de letra e compositores, foram véarios 0s que se
destacaram, entre eles, Antonio José (1929-2003), Eduardo Damas
(1921-2005) e Manuel Paido (1926-2005), Carlos Canelhas (1927) e
Nobrega e Sousa (1913-2001).

Table 5 - Genre stucture of the panel Novos Ritmos, Novas Dancgas, Novos Estilos (1960-1967),
exhibition No Tempo do Gira-Discos: Um Percurso pela Producdo Fonogréfica Portuguesa

It begins with a short
orientation to position the
reader

The facts are listed, in
temporal sequence

The facts are listed
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Novos Ritmos, Novas Dancas, Novos Estilos (1960-1967) — Sectional
Text

Os estilos do pop e rock foram adoptados tardiamente em Portugal.

Entre as primeiras gravagdes, conta-se, em 1960, um fonograma do
cantor e guitarrista Daniel Bacelar (1943) e do duo Os Conchas (1960-
1963), musicos premiados com a gravacdo de um disco no concurso
Caloiros da Cancéo, da Radio Renascenca. Como consequéncia, outros
musicos editaram discos, entre eles Zeca do Rock (1943) que, em 1961,

gravou a can¢do Sansao Foi Enganado.

A popularidade da musica pop anglo-americana, especialmente dos

ingleses Shadows e Beatles, levou muitos jovens a formarem grupos.




The facts are listed Entre estes, contaram-se 0s Sheiks (1963-1969), um dos mais populares;
0 Conjunto Mistério (1963-1967), que mais tarde estaria na origem do
Quarteto 1111; Os Ekos (1962-1970), com o baterista Mario Guia
(fundador do Rock Rendez-Vous na década de 80) e o baixista Zé Nabo,
também dos mais populares, gravando seis discos ao longo da década; o
Conjunto Jodo Paulo (1962-1979), da Madeira - 0 primeiro grupo pop-
rock portugués a gravar um LP - que popularizou cangdes como Hully
Gully do Montanhés ou Milena (a da Praia), cantadas por Sérgio
Borges;

The facts are listed e, numa abordagem aos varios estilos em voga na segunda metade da
década, o Quinteto Académico (depois Quinteto Académico + 2)
(1960-1969), por onde passaram Pedro Osoério, Jean Sarbib, Dany Silva
ou Mike Sergeant, além de varios musicos estrangeiros.

Table 6 - Genre stucture of the panel Thilo Krasmann - 1933-2004, exhibition No Tempo do Gira-
Discos: Um Percurso pela Producéo Fonogréfica Portuguesa

THILO KRASMANN - 1933-2004 — Biographical Text

It begins with a general Director de orquestra, orquestrador, arranjador, compositor e multi-

orientation
instrumentista, 0s seus arranjos e orquestracdes, a par das varias fungdes
que desempenhou na industria discografica e na televisdo, foram
decisivos para o desenvolvimento da musica ligeira em Portugal nas
Gltimas quatro décadas do sec. XX.

The facts are listed Filho de pais pianistas, estudou acordedo e piano na Alemanha, onde

nasceu.

The facts are listed Em 1957 fixa-se em Lisboa como professor de musica e pouco depois
integra 0 Conjunto Hélder Martins, deixando o ensino para se dedicar

em exclusivo & pratica como instrumentista e arranjador.

The facts are listed Em 1962 cria o seu préprio conjunto, Thilo's Combo, com o qual
constituiu um repertério de estilos diversos. A afinidade ao jazz e a
bossa nova foram determinantes na configuracdo do estilo das suas

orquestracdes.

The events are listed A partir de 1969, com o fim do Thilo's Combo, passa a dirigir uma
pequena orquestra no programa televisivo Zip-Zip, iniciando assim uma
carreira como director musical, quer em programas de televisdo, quer na

producéo discografica.

. Foi consultor e produtor de varios programas televisivos, como Nicolau
The facts are listed

no Pais das Maravilhas (1975), onde se destacou a musica da rabula Sr.
Feliz e Sr. Contente. Estas colaborages marcaram o inicio de um longo

periodo de actividade na televisdo, em que desempenhou varias fungdes.
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Finishing with a reorientation Thilo Krasmann foi um dos orquestradores de maior sucesso do Festival
RTP da Cangdo, ao vencer seis edi¢fes entre 1976 e 1997. A Casa da
Imprensa distinguiu-o em 1970 pelo seu contributo para a valorizagdo

da musica portuguesa.

Table 7 - Genre stucture of the panel Paulo De Carvalho — 1947, exhibition No Tempo do Gira-
Discos: Um Percurso pela Producéo Fonogréafica Portuguesa

PAULO DE CARVALHO - 1947 — Biographical Text

It begins with a general Cantor, compositor e autor de letras, foi um dos protagonistas da masica
orientation popular portuguesa das Ultimas décadas. Nas suas cangdes confluem
varios estilos musicais com impacto em universos como o fado, a

musica ligeira e o pop-rock.

The facts are listed Iniciou o seu percurso musical em 1963 nos Sheiks, no qual tocou
bateria, compds e cantou, destacando-se pela improvisagdo vocal e pelo
recurso ao falsete, que viriam a ser fundamentais no seu estilo

interpretativo e composicional.

The facts are listed Apos deixar os Sheiks, em 1968, integrou o Thilo’s Combo e varios
projectos experimentais, mas a sua carreira SO registou um salto
significativo na década de 1970, sobretudo devido a quatro participacdes
no Festival RTP da Cang¢do (FRTPC). Paulo de Carvalho venceria este
certame em 1974 com E depois do adeus, tema que serviu de senha na
revolugéo de 25 de Abril.

The facts are listed Com as mudangas na industria discografica, dedicou-se & composicéo
do seu proprio repertério, iniciando colaboragdes com varios musicos,
de Julio Pereira a Carlos do Carmo, para quem compds O Cacilheiro ou
Os Putos, cangbes que contribuiram para a recuperagdo do estilo
performativo do fado.

The facts are listed Ainda na década de 1970, integrou o grupo Os Amigos, que venceria a
edicdo de 1977 do FRTPC, participou como actor em pegas musicais e
foi responsavel pelo departamento de Artistas e Repertdrio da editora

Nova-Companhia de Musica.

The facts are listed A partir de 1977 e ao longo da década de 1980, incorporou os estilos
jazz-rock e o funk na sua musica e dedicou-se também a escrita de
cangdes inspiradas no fado, destacando-se Os Meninos do Huambo, o

maior éxito da sua carreira.

The facts are listed Ja na década de 1990, interpretou fados consagrados com a Orquestra

Filarmonica de Londres e com a Orquestra Sinfonica Portuguesa.

The facts are listed Em 2007, comemora 45 anos de carreira.
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Ultimately, the use of the explanation and recount narrative genres, one for the
exhibition as a whole and the other for the sectional and biographical texts, are
complementary. Explanation is mainly in line with a more conventional museum form of
communication by explaining why or how something occurs (Ravelli 2006; 2007). Likewise,
recount conveys the traditional role of the museum of cataloguing objects and explaining
phenomena (Ravelli 2006; 2007). These two genres form a complementary pair: recount
genre is immediately recognized by the audience and is therefore in a better position to
influence interpretation so it meets the precise goal of the exposition genre, namely to

influence visitors. One reinforces the other.

The appropriateness of these two narrative genres’ to transmit knowledge about music
in the context of the goals of the contemporary museum is open to question. Within the
ongoing crisis in the museum sector that has been pushing professional practice into more
dynamic approaches towards actively shaping visitors’ minds, the above mentioned genres
are not particularly effective. On the other hand, some authors have warned about the dangers
of dramatic shifts in social practices (Schultze 2010): in fact, visitors come to the museum
expecting some familiarity with cultural genres so that the whole can make sense, and a very
drastic move by presenting information in a more dialogic genre, like discussion for instance,
may produce some resistance and disappointment as well. Ultimately, it might not be
inappropriate to find a delicate balance between the two approaches, one already known and
one that is new. It is of the utmost importance that museums find ways to present
multifaceted discourses about cultural objects and to deliver useful communicative spaces for

visitors to experiment, explore and become engaged.

Thus far, | focused on the narrative genres conveyed by the overall exhibition and by
its sectional and biographical texts that reflect the identified contexts of culture and the

privileged social roles for both museum and visitors.

I will now turn to a different analytical tool, that of the register of the texts, which
reflects the situational context. As mentioned above, unlike genre, register attempts to
differentiate every instance of communication by stressing its situational specificity.
Furthermore, genres do not necessarily determine register, and vice versa. | will now
concentrate on field, tenor and mode layers by analyzing the various linguistic patterns used
to realize situational contexts (see the subsection 1.4.2. Analytical Concepts).
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1. 1.2. REGISTER IN SECTIONAL AND BIOGRAPHICAL TEXTS"?
FIELD

The overall text is informative, more specifically it provides data about the work and
lives of a set of not very well known Portuguese musicians, musical genres, and technological

settings.

Sectional and biographical texts were separated in former analytical work (see
appendix C). In the following interpretative text, | will mention separately each set, sectional
or biographical, when appropriate: if 1 do not mention any set, the interpretation encompasses

both types of texts.

Diverse musical actors like Emissora Nacional, cantores, gravacdes, cancao ligeira
and so forth are the most frequent participants in sectional texts. In biographical texts, several
figures are recurrent: Nobrega e Sousa, Simone de Oliveira, José Afonso and so many others,

as we shall further see.

There is considerable use of prepositional phrases, but participants are still addressed
quite directly in the sentences — actually, there is no evidence of them being grammatically

passivized.

Material processes (see the subsection 1.4.2. Analytical Concepts), active processes of
doing, are the most recurrent and comply with an agentive representation of music and
musicians through verbs like: desenvolver, contribuir, trabalhar, vencer, criar, compor,
desempenhar, and so on. Moreover, some actors are also respectfully encoded as agentive
through verbs like: contribuir, enriquecer, marcar, enformar, and dar. This positive
representation is also achieved by narrating facts sequentially and does not show evidence of

polarization in which undermining a different set of actors is a frequent tool.

Other actions are that of sensing and saying corresponding to mental and verbal
processes in analysis. Mental processes usually encode affection but are fairly infrequent.
Verbal processes are quite frequent and herein represent a semiotic process of saying that is
not verbal, e.g. showing, indicating, and function as authoritarian arguments that typically

highlight particular positive details: ‘Tozé Brito destacou-se ainda como compositor e autor

21 The data for the following narrative of register analysis can be found in appendix C.
22 Explanations of discourse analysis specific terms can be found in chapter 1. 4. 2. Analytical Concepts
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de letras[...]’; ‘Notabilizaram-se também Paco Bandeira [...]’; ‘A exposi¢do mostra

fonogramas de cinco dos mais populares [...] .

Relational processes are also very frequent and particularly worthy of discussion as
they describe the nature of participants and are an argumentative force. These establish a
relationship between two entities and can be of two types: identifying processes that establish
particular relationships between various categories; and attributive processes in the sense that
a quality is attributed to a participant, thus conveying acts of classification and judgment. The
relational processes in the sectional texts herein are mostly identifying, and point to neutrality
in the discourse by means of mentioning facts: ‘Um segundo disco foi imediatamente
proibido pela censura’; 'O cantor era Sacerdote da Igreja Catolica'. The large majority of this

kind of relational process does not account for an opinionative and thus subjective approach.

From the ideational point of view, they show no effective evidence of a contextual

dimension that I can call ideological, based on political and power biases.

As to attributive relationals, they are very few and ascribe positive qualities to
participants: 'José Cid (1942) foi um dos mais influentes’; 'a Filarmonica Fraude (1968-
1971) foi um projecto peculiar’; 'novos criadores como o poeta José Carlos Ary dos Santos

[...] s@o protagonistas dessa mudanca'.

Similarly, lexical choices predispose us both to specific semantic areas and to embody
positive images of the musical reality by accessing their correlating cognitive experiences -
lexical choices always carry typical areas of pragmatic meaning, or connotations:

Lexical features identified are:

(1) Semantic domains: issues of representation encompass diverse aspects of musical
reality, musicians, musical genres, cultural phenomena, as we can see from some
exemplificative terms: varios masicos, sistema de producéo da radio, gravacédo, masica pop-
rock Americana, varios musicos, o Festival da Cancédo RTP, autores de letra e compositores,
novos criadores, os estilos pop e rock, outros misicos, o programa “Em Orbita”, projecto
peculiar, a Orfeu, Radio Triunfo, fonogramas, Vitorino, Arnaldo Trindade, Thilo Krasmann,
Fernando Tordo and many others.

(2) Items expressing assumed knowledge

(2.1.) Terms which have specialized technical meaning: solugdes harmonicas,

abordagem melodica, rubato, mudancas de timbre e de dinamica; fonogramas, producao
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fonografica, gravacdo multipista, sintetizador Moog; cantautor; valsa, tango, swing, rock
progressivo, jazz, new wave, bossa nova, cancdo ligeira, cancdo trovadoresca, nacional
canconetismo, musica popular urbana, and also compositions such as: ‘caracteristicas
proprias das configuracdes instrumentais’, ‘mostrava ja um afastamento dos estilos padrao’,
and ‘apontavam ja para uma mudanga dos estilos musicais’. We can see from the above-
mentioned list that there is a considerable use of musicological terms in the discourse.
According to Ravelli, technicality should be explained, not presumed (Ravelli 2006: 97).

(2.2) Reference to personalities without explicit biographical details being presented:
the set of texts mentions 132 musicians who are not generally known to the public at large
but there is no specific biographical note about them within the exhibition texts. The list
below reports only the names that | thought are likely to be unknown to a broad audience —
very names like Rui Veloso, José Afonso and so forth were not included. However, some
well-known names were kept on the list as they might not be familiar to more recent
generations.?

(3)Expressions of attitude

(3.1.) Evaluative and hierarchical lexical compositions: ‘discos de maior importancia’;
‘um dos mais prolificos compositores’; ‘de maior sucesso’; ‘¢ uma referéncia’; ‘uma das mais
destacadas’; ‘diccdo clara’; ‘um dos protagonistas’; ‘o maior éxito da sua carreira’; ‘um dos
discos mais influentes’; ‘uma das figuras mais destacadas’; ‘viria a constituir uma das

correntes mais significativas’; ‘um dos mais importantes protagonistas’.

28 Alberto Ribeiro, Alvaro Azevedo, Américo Luis, Amilcar Cardoso, André Sarbid, Angel Studio, Anténio
Avelar de Pinho, Anténio Borges Coelho, Anténio Calvario, Antonio Gededo, Antdnio José, Anténio Mafra,
Antoénio Pinho, Anténio Pinho Vargas, Antonio Portugal, Aqui d'el Rock, Armando Gama, Arte e Oficio, Artur
Garcia, Artur Ribeiro, Baden Powell, Banda do Casaco, Cantores de Abril, Carlos Canelhas, Carlos Dias
Coelho, Carlos Mendes, Carlos Oliveira, Carlos Zingaro, Celso Carvalho, Celso de Carvalho, Conjunto Jodo
Paulo, Conjunto Mistério, Daniel Bacelar, Dany Silva, Deltons, Dennis Farnon, Duo Ouro Negro, Edmundo
Silva, Eduardo Damas, Elisa Lisboa, Emissora Nacional, Fernando Alvim, Fernando Carvalho, Fernando
Chaby, Fernando Correia Martins, Fernando Guerra, Fernando, Jorge Seabra, Filarmdnica Fraude, Filipa Van
Uden, Francisco Fanhais, Francisco José , Francois Rauber, Giacometti, Green Windows, Guilherme Inés,
Hélder Martins, Hugo Ribeiro, Jean Sarbid, Jeronimo Braganga, Jim Creagan, Jodo Henrique, Jodo Maria
Tudella, Jodo Nobre, Joaquim Luis Gomes, Joaquim Pessoa, Jorge Barreto, Jorge Costa Pinto, Jorge Machado,
Jorge Ribeiro Monteiro, José Calvério, José Cheta, José Firmino, José Fortes, José Gomes Ferreira, José Jorge
Letria, José Régio, José Serafim, Lopes—Graga, Luis Cilia, Luis de Freitas Branco, Luis Linhares, Luis
Moutinho, Luis Pedro Fonseca, Luis Picarra, Luis Villas-Boas, Luis Waddington, Madalena Iglésias, Manuel
Cardoso, Manuel Freire, Manuel Paido, Manuela Bravo, Maria da Graga, Maria de Lourdes Resende, Mario
Viegas, Michel Magne, Miguel Graga Moura, Moreno Pinto, Né Ladeiras, Nuno Gomes dos Santos, Nuno
Nazareth Fernandes, Nuno Rodrigues, Objectivo, Os Amigos, Os Conchas, Os Ekos, Paula Ribas, Pedro
Caldeira Cabral, Pedro Luis, Pedro Osorio, Petrus Castrus, Plexus, Pop Five Music Incorporated, Quinteto
Académico, Raul Rosa, Rosa Lameiras, Rui de Mascarenhas, Rui Pato, Sérgio Borges, Sérgio Castro, Shegundo
Galarza, Tantra, Tavares Belo, Toméas Borba, Tony de Matos, Tozé Almeida, Unido Académica de Avintes,
Veiga de Oliveira, Viana da Mota, Violeta Parra, Zé da Cadela, Zé Maria, and Zé Nabo.
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(3.2.) Qualities ascribed to participants (musicians and musical movements): ousada,

peculiar, nova, relevante, empreendedora, fundamental, fértil.

A lexical analysis of the texts also reveals the topics observed:

Album titles; composition; cultural configurations; genre; great musicians; hidden
musical practices; historical rationale; industry; influences; innovation; interpretative skills;
instrumental compositions; media; musical features; musical styles; musicians; musicological
appraisal; novelty; orchestrator; phonographic publishers; politics; recording; revolutionary
musical moments; song titles; studios; talent; technology; youth.

On the other hand, it was the interviews, particularly with the curator Anténio Tilly,
that allowed me to glean the theoretical perspective about popular music that informs the
exhibition. This brought me to a theoretical framework comprising several concepts from
cultural and media studies - such as articulation, capitalism, class, consumption/ production,
content industries, decision maker vs. celebrity, diversity, critical theory, gatekeeper, genre,
history, innovation, media power, naturalizing, politics, power, production/ producer, style,
and technological determinism (Mikula 2008; Steiner and Christians 2010; Hartley 2011) -
and ethnomusicology/ musicology - e.g. musical innovation, musical practices, interpretative
skills, genre, style, melody, timbre used in an appraisal attitude. Ultimately, this thestifies for
the curator's use of the interdisciplinar popular music studies approach.

This should not be taken as definitive or comprehensive, but rather a reasonable
interpretation of the representational framework underlying popular music both as it is
conveyed by the texts of the exhibition No Tempo do Gira-Discos: um Percurso pela
Producdo Fonografica Portuguesa and as it is understood by curators. Ultimately, music is
not only created, circulated, recognized and consumed, but also studied, and reported

according to a range of concepts.

Reference must be made to some other aspects in addition to the already mentioned
thematic diversity. Generally speaking, musicians, their music and actions, and institutional
agents are judged or commented on positively in the text, which inevitably reflects the
understanding of curators. There is considerable use of specific technical terms, which might
compromise the broad accessibility of the text. Similarly, the inclusion of so many
personalities might diminish the public's interest in the text and also suggests that curators

assume the audiences have a broad knowledge of the context and publications on the subject.
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It is worth noting the specific context in which the texts are presented: recent studies
in the field of museum studies have highlighted the need for exhibition texts to maintain the
focus of visitors on a few features at a time, both to facilitate interpretative links and to assist
the track of information (Ravelli 2006).

These last two traits, use of technical terms and a condensed delivery of information,
are indicative of an academic discourse. A more attentive analysis of the expression of
attitude also testifies to this; when we look at the full length of the text, there is very little
evidence of either evaluative and hierarchical lexical compositions or qualities ascribed to
participants. This may show a determination to carefully avoid a personal and ‘subjective’
stance, as expected in academic discourse. As a matter of fact, biographical texts were all
adapted from the encyclopaedia Enciclopédia da Mdsica em Portugal no Século xx (2010),
and sectional texts followed the same style. Of course it is very clear to me that a set of
exhibition texts must be grounded in academic research; however, this does not mean using
the same linguistic resources and interactional features as those of the preliminary textual
support, particularly when resource is made to an academic resource like an encyclopaedia.
First and foremost, communication needs to be understood in relation to its context, that is,
reading an encyclopaedic text at home differs dramatically from reading whilst standing in a
museum exhibition. Contemporary museum studies have investigated the complexities of
communication in museums: as a result, a set of communicative frameworks for written texts
in museums has been developed that aim to appeal to a wide range of visitors and to foster
active processes of meaning-making (Coxall 1994; Ferguson et al 1995; Ravelli 1996; 2006;
2007; Serrel 1996).

In a similar manner, the use of third person withholds the figure of the curator, which
is not in line with the more recent museum study trends advocating that the texts explicitly
show evidence of the curator's intervention in the meaning-making process to guarantee more
responsive interactions with visitors. Mieke Bal (1996; 2011) addresses this approach clearly,
and uses the term 'authoritative' to describe an exhibition that makes use of the grammatical
third person: if the text does not allow the visitor to explicitly perceive the figure of the

curator, the exhibition then follows into a 'dictatorial monological structure' (Bal 2011: 530).

In addition, it should be stressed that curating invariably presupposes selection and a
narrative organization of what curators find interesting. In this specific exhibition, the

language used construes the curators’ vision of selected figures and trends of popular music
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in Portugal between 1960 and 1980 and this must be clearly delivered by the museum for

visitors to grasp it.

Equally important, even the most vigilant curator cannot help basing his/her narratives
on preconceived notions and biases. If they are not understood as circumstantial, over time,
they unwittingly become an obstacle for new approaches to overcome in daily discourses

about music.

TENOR

As we have seen from the subsection 1.4.2. Analytical Concepts, tenor analysis
identifies how texts enable and motivate visitors to participate (Ravelli 2006). It will shed
some light on the interactive meaning of the texts: does it allow a more passive interaction or

a truly dialogic one?

The level of the text's social proximity/distance is studied by observing subjectivity
vs. objectivity: more subjectivity goes hand in hand with more proximity and vice versa. This
is a delicate issue: ultimately, the most important thing is to find a balance between the
positive and negative side effects of using linguistic devices.

Features of subjectivity are very scarce: as it has been mentioned above, the text is
written in the 3" person thus avoiding curators’ agency: this inherently ascribes power to the

institution and makes the exhibition content uncontested.

Explicit evidence of encoding a personal point of view through evaluation and attitude
devices are also infrequent: as we can see from the above-listed expressions of attitude
presented in field analysis, some traits of judgmental or appreciative attitudes are reported
through statements like: ‘discos de maior importancia’ and ‘um dos mais prolificos

compositores’, but affective evaluation is completely non-existent.

I do not observe any other devices to assign subjectivity and thus proximity to the text
contents, such as modal verbs and modal adjuncts (may, should, sometimes). Furthermore,
the use of small statements describing facts makes the biographical texts in particular highly

descriptive.

Lexical analysis has shown very little use of specific compositions explicitly
conveying a personal appraisal of curators and this gives the audience no chance to engage

and actively reply.
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I would say that, from an interaction point of view, a successful visitor is expected to
accumulate information and knowledge and agree with it as though he/she is in a teaching
environment. Furthermore, this textual realization is in compliance with the structure of the
genre identified, namely recount. From the interaction point of view, recounts tend to be

more conventional allowing largely for passive responses.

MODE

Museum studies have made a dramatic shift by ascribing more importance to the
visitor than ever before and so dialogic linguistic features must be used to meet
communicative objectives. Mode analysis also focuses on the accessibility of the text by
studying textual formality: does it fall into a more written or spoken style? Again, we must
look for a careful balance.

There is a considerable use of technical music terms, which is in line with the written

mode.

Some use of embedding in which units of clause structure are filled by elements
which are themselves clauses, also conforms to a written style. This includes: ‘Apds a
desintegracdo da equipa, em 1976, Arnaldo da Costa Trindade, filho de Arnaldo Trindade,
assumiu fun¢des idénticas a da equipa anterior’. Nominalizations and nominal groups are also
traits of a written mode. Nominalized vocabulary, actions expressed as nouns, is little
observed: desintegracdo, inspiragao, recriacdo, orientacao, estilizacéo, aluséo, and so forth.

Some abbreviated syntax reveals the use of a style closer to the written register. This
might raise some problems for the reader in the museum context: VVC stands for Valentim de
Carvalho, FRTPC stands for Festival RTP da Cangéo (these acronyms might become more
exclusive than inclusive because visitors have to stop reading to discover their meaning).
RTP stands for Radio Televisdo Portuguesa but this acronym is undoubtedly well known.

On the basis of these data, | conclude that the style used in the texts is formal and

impersonal.
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Il. 2. VISUAL NARRATIVE

Three dimensions of the visual narrative articulate meaning and thus require
discussion: the material culture choices for display; the organization of exhibits and spaces
and the graphic design of text panels.

No Tempo do Gira-Discos: Um Percurso pela Producdo Fonogréafica Portuguesa
displayed 201 record sleeves, and three or four turntables from the Music Museum’s
collection. The sleeves as well as the section where that were exhibited according to a
previous selection (see appendix D).

In terms of the processes that gave rise to the selection, there was an initial proposal
by Jodo Carlos Callixto made as part of the work he had already done for the encyclopaedia:
Antonio Tilly then made some small adjustments.

As to the criteria underlying the selection, there was a specific intention to assure the
three branches of practice, i.e. three musical genres, were covered conherently; this was
followed by giving an account of the remarkable diversity of the phonographic production in
Portugal and of the various Portuguese record publishers. Furthermore, care was taken to
represent the most important singers in at least one record sleeve. But what was not explained
through the texts, is the curators' criteria for selecting the 'most important' record and
performer. In addition, the curtaror’s option for not displaying the best-selling records was
not explained.

The following excerpts from interviews with the curators offer useful insights for the

understanding of the criteria that informed the selection of the record sleeves to display:

And we also tried to go not only by the singers and thematic units, but also by the
record labels. For example, some of the records that were included were there because
of the importance of Arnaldo Trindade (Jo&o Carlos Callixto, 18" February 2014).%

and also:

24 E n6s tentamos também ir ndo sé pelos intérpretes e pelas unidades tematicas, mas também pelas editoras. Por
exemplo, houve discos que estavam 4 pela importancia da Arnaldo Trindade (Jodo Carlos Callixto, 18" February
2014).
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These are our criteria, not the industry’s [...] the most important are the ones that show
innovation within the same field, that introduced certain rock typologies in Portugal for
example [...] there’s always an idea of innovation, another thing is the idea of the best,
but that is the discourse from our advertising, the most representative of the music, the
best voice (Anténio Tilly, 13" November 2014). %

I would consider that the visual narrative somehow highlights the determination to
have a sound archive in Portugal. The increasing number of private collectors and collections
of popular music records worldwide has assigned an immense significance for contemporary
collecting. As a result, the history of contemporary collecting by private individuals has
drawn our attention to the importance of reflecting on how institutions can face the
challenges of safeguarding contemporary culture. As for the case of No Tempo do Gira-
Discos exhibition, the records exhibited were the property of the Arquivo da RDP, the
collection of Jodo Carlos Callixto and some individual collectors. This indirectly calls for the
need to ensure that the best practices of collecting documenting and safeguarding are

acknowladged and promoted by institutions in Portugal.

Contemporary museums and exhibitions ought to be multi-media experiences and
therefore encompass different modes of presenting information. In line with this, the
organization of exhibits and spaces, and the graphic design of text panels also construct
meaning and need to be accounted for.

Turning to the exhibition organization in terms of space, it was set out in a U shape
with the jukeboxes at the centre. As the museum does not have a specific gallery for
temporary exhibitions, panels and records were displayed along the inner sides of the room
columns and walls. These form both a passageway and an inner rectangle where concerts and
other activities usually take place. It follows that the narrative was not bounded within its
own limits, but intertwined with that of the permanent exhibition, as we can see from the

photos below:

25 Os critérios sdo nossos, ndo sdo da inddstria [...] os mais importantes sdo aqueles que mostram inovagdo dentro
do mesmo dominio, que intorduziram, por exemplo, determinadas tipologias do rock em Portugal [...] ha sempre
uma ideia de inovacdo, outra coisa é a ideia de o melhor, mas isso é dos discursos publicitarios, 0 mais
representativo da masica, a melhor voz (Anténio Tilly, 13" November 2014).
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Figure 1 - General view of the temporary exhibtion No Tempo do Gira-Discos: Um
Percurso pela Produgdo Fonografica Portuguesa and the permanent exhibition of Museu
da Musica

Figure 2 - General view of the temporary exhibtion No Tempo do Gira-Discos: Um
Percurso pela Produgdo Fonografica Portuguesa and the permanent exhibition of Museu
da Mdsica
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Records were displayed both on the walls and inside structural showcases:

Figure 3 - View of the sleeves exhibitive settings and respective tables

Figure 4 - View of showcases with sleeves of the exhibition No Tempo do Gira-Discos:
Um Percurso pela Producdo Fonogréfica Portuguesa and showcases od the permanent
exhibition of the museum.



Overall, this articulation and the lack of a professional designer due to

economic restriction did not contribute to a consistent design and a compelling narrative.

As to the text panels, they are very extense and therefore graphically dense.

Figure 5 - View of texts panels of the exhibition NoTempo do Gira-Discos: Um Percurso
pela Producdo Fonografica Portuguesa

As to the composition of panels itself, they are densely printed. According to Kress
and van Leeuwen (1996), this allows a linear and strictly coded reading: from left to right and
from top to bottom. Studies about reading paths have proven visitors willingness to skip some
parts when they are confronted with such density. Moreover, this might be understood as a
form of cheating by readers leading to a nagging sense of guilt (Kress and van Leeuwen
1996: 204).

The composition of the sectional panels also involved different degrees of salience by
putting the musicians' names in bold, as we can see from the photo below:
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Figure 6 - Detail of a text panel of the exhibition No Tempo do Gira-Discos: Um
Percurso pela Produgéo Fonogréfica Portuguesa

Some rhythm is achieved which allows a more interactive reading (Kress and van
Leeuwe 1996: 201): furthermore, viewers of spatial compositions intuitively grasp such a
hierarchy and it draws their attention to the names of the musicians. According to Rui Nunes,
the idea might have been for the text to highlight the name of musicians that also have an
individual text panel. As it was the case, nevertheless, this was not only explained elsewhere,
as ended up not being the case: as such, I believe the number of the artists emphasized is not
suitable to hold a visitor's attention and memory, and leads to frustration. Similarly,
mentioning the year of birth and death at all times introduces too much complexity and

clearly breaks down the fluidity of the reading.

I1. 3. SONIC NARRATIVE

One question exhibition developers should ask at the beginning of their creative work
is: what is the best mode to deliver the theme with groundbreaking rigor and breadth? I think
that it is only when we exhibit music sound that music can be fully represented by a museum

exhibition dealing with music.
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Objects have always been of primary importance in museums, but as yet the
conceptual understanding of the object has been very restrictive. Some ecological approaches
to music have recently claimed that if music has affordances that can affect us, then it is
material. Despite its intangibility, music is material as long as it offers the audience an
opportunity to react (Clarke 2012; Dibben 2012), thus we can advocate that music can be
displayed in museums. Some authors also stress the importance of music sound in
establishing a sense of belonging and community, and in conveying emotion, evoking
memory, and a sense of the perpetual presence of the past in a way that a tangible object
cannot (Leonard 2013; Mortensen 2012). Furthermore, music fosters an immersive
experience that promotes democratized relationships in which visitors are guided not only by
cultural conventions but also personal stories. Furthermore, technology has been creating
devices to exhibit music in museums and this means that new practices for the representation
of music can be introduced and consolidated.

In relation to No Tempo do Gira-Discos: Um Percurso pela Producdo Fonografica
Portuguesa, throughout my conversations with the various actors involved in the organization
of the exhibition | was aware that care was taken by all to ensure the sound of the records

would be heard.

That was something we said from the start, but it has to be heard, and then Rui came up
with a solution (Anténio Tilly, 13" November 2014).2%

In fact, Rui Nunes collaborated with the enterprise Creative for the loan of two digital
jukeboxes with individual headphones. These were placed at the centre of the gallery and
specifically offered at least one song from each record exhibited. Unfortunatley, at this point,
none of the curators could remebered precisely which records or songs where selected to be

displayed by the jukeboxes.

26 |sso foi uma coisa que nés desde o inicio dissemos, mas tem que se ouvir, e depois o Rui arranjou uma solucéo
That was something we said from the start, but it has to be heard, and then Rui came up with a solution (Antdnio
Tilly, 13" November 2014).
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Figure 7 - View of the Creative's jukeboxes used to display the sound of some
records

Nevertheless, music sound can be given different levels of attention in an exhibition.
For the exhibition herein, the focus was to complement the display of the record sleeves with
music sound, rather than to plan the whole exhibition around the music sound of Portuguese
popular songs.

It is not just the fact that the key actors only spoke about the displaying of music
sound in the exhibition only when | asked them, but there were other concerns. | already
quoted Antonio Tilly saying that the aim was to institutionalize the musical phonogram as an
object to be exhibited. Nevertheless, the prime purpose was to address the era of the turntable

and this naturally led to the material dimension of the vinyl records.

AC: but why the record sleeves?

JCC: Because we wanted to do an exhibition about Portuguese discographic production,
to show the music industry in Portugal through the object created by the record industry,
i.e. the record, during those twenty years. So it wasn’t an exhibition about the era [...]
the real subject was the records, the lyrics, the music [...] as if ideally that music was all
digitally available or on the internet. When people are going to see the exhibition they
want to hear the music, so the music is there to be listened to (Jodo Carlos Callixto, 18th
February 2014). #

27 AC: Mas porqué as capas de discos?
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Furthermore, overtly and uproariously exhibiting musical sound in a museum is a very
new practice and thus timidly adopted; it presupposes a generous budget, which the museum
clearly did not have, and an appropriate architectural setting. Ultimately, | believe this is what
is at the heart of the team'’s motives for conceivingthe exhibition from the point of view of the
records sleeves. Additionally, imagining which physical objects might be exhibited is almost

a spontaneous rationale when we are organizing an exhibition, be it in a museum or not.

1. 4. CONCLUSION

In the above section, | reflected upon the practice of exhibiting popular music by
analyzing the exhibition No Tempo do Gira-Discos: Um Percurso Pela Producdo
Fonogréfica Portuguesa from the perspectives of music studies and museum studies.

Three narrative layers were examined: written, visual and sonic, with the primary

emphasis on the written narrative.

From the museum studies perspective, | examined exhibitive choices and the
interactive practices allowed by the narratives. Exhibitive practices comprise the objects
selected for exhibition. The focus was mainly on material culture through the exhibition of
record sleeves and a few turntables, accompanied by a textual narrative and the music sound
available upon request.

Emphasis must be placed on the curators' introduction of the musical phonogram as a
museum artifact, thus fostering a shift in practices for the exhibition of music. Nevertheless,
this was mainly addressed through material culture, namely the record sleeves; the exhibition
of music sound was informed by the record sleeves.

It is worth recalling that the exhibition of popular music through materialities, such as
record sleeves and music sound, introduces a new perspective of heritage and cultural

memory values. And yet at no time do the texts explicitly link the term heritage with popular

JCC: Porque nos queriamos fazer uma exposicéo sobre a producdo discografica portuguesa, mostrar a indUstria
musical em Portugal através do objecto de criagdo da indUstria discogréafica, que é o disco, durante aqueles 20
anos. Portanto, ndo era uma exposicdo sobre aquela época [...]: o foco era os discos, os textos e a musica [...],
como se idealmente aquela musica estivesse toda disponivel em formato digital ou na internet. As pessoas
quando v&o ver a exposi¢cdo querem ouvir e entdo tém aqui a masica disponivel para ser ouvida. (Jodo Carlos
Callixto, 18th February 2014).
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music, or even mention heritage at all.

The analysis of text panels, genre and register raised several points. The narrative
genres uncovered, namely exposition and recount, do not allow for a dialogic relationship
with visitors. Meanings are given rather then negotiated. Their interactional role is to ask
visitors to acknowledge and endorse the data provided, thus suggesting an institutional voice.

In line with this, | found several instances of the use of specialized technical terms and
a dense list of musical figures that reveals an objective stance, and thus distance. On the other
hand, representatives do not speak for themselves. Finally, an absence of the curators'
personal opinions and the use of the third person reflects formal and impersonal approach as
opposed to informal and personal one.

These traits are particularly evocative of academic discourse, which is corroborated by
the fact that the majority of the texts were actually adapted from the Enciclopédia da Musica

em Portugal no Século xx.

From the music studies point of view, the exhibition addresses the diversity of popular
music produced by the Portuguese phonographic industry in the 1960s and 1970s, much of it
unknown to the general public. This is accomplished by means of an historical narrative on
genres.

My aim was to unveil the concepts underlying the discursive representation of popular
music by wall texts, as well as to characterize how the curators perceive popular music.
Cultural studies and ethnomusicology are the most evident academic domains at stake. | was
surprised by the mismatch between the contents of panel texts and the curators' understanding
of popular music. Although texts address issues subsumed in the curators’ mental
configurations, none of them explicitly associate causes and effects. As a matter of fact, I
could not find in the texts the compelling arguments that | encountered in the interviews.
Texts do not explicitly draw our attention to the role of the Portuguese phonographic
industry. For the layman visiting the exhibition, mere mention of the names of publishers is
certainly not enough. Also, there are no clear explanations about how the three genres are
distinguished by the different musical practices so, for the untrained eye, they remain

bounded by the conventional understanding of the music's characteristics.

Meanwhile, despite the limitations of the design of the panels, | believe visual and
sonic narratives could have engaged visitors more effectively. Original record sleeves are

now above all a collector's item, so an object of appreciation. Furthermore, displaying the
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songs' music sound would have allowed remembrance, nostalgia and a sense of belonging.

To close, Screven (Ravelli 2006: 70) coined the term conventional to describe an
exhibition in which the language of texts allows a more passive interaction and | believe this
is in line with the written museological practice that was described herein. Witcomb's
framework focuses on the exhibitions and museums as a whole. The author used the terms
spatial and dialogic when the interactive practice is truly negotiated, and technical to refer to
passive transmission. Overall, the exihibition No Tempo do Gira-Discos: Um Percurso Pela
Producdo Fonogréfica Portuguesa can be viewed as conventional and spatial. Although

intended to be dialogical, ultimately it was also highly technical.
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CHAPTER |1l - EXHIBITING POPULAR MUSIC IN PORTUGAL: A MAGIA DO
VINYL, A MUSICA QUE MUDOU A SOCIEDADE (EXPOSICAO DE DISCOS DE
VINIL 1955-1975), (OFICINA DE CULTURA, ALMADA, 2008; FORTALEZA DE
SANTIAGO, SESIMBRA AND CONVENTO DOS CAPUCHOQOS, ALMADA 2009; AND
CACILHAS AND PALACIO DO LANDAL, SANTAREM 2013).

A Magia do Vinil, a Musica que Mudou a Sociedade was originally held at the Oficina
de Cultura in Almada from 11™ to 31% October 2008, and was curated by José Anténio
Correia dos Santos.

In addition to analyzing the process leading up to exhibition, the study also
encompassed the three levels of narratives, written, visual and sonic, as well as in-depth
interviews with its curator Joseé Correia dos Santos, and the executive coordinator of the
project from the Oficina de Cultura, Nuno Caeiro.

José Correia dos Santos is retired from a multinational. He is also a private collector
who owns over 10,000 records (vinyl and CDs): his collection covers almost all musical
‘genres’, including pop-rock, jazz, ethnic music, classical music, electronic music and
contemporary music. The following excerpt from my conversation with him in June this year

describes how he sees himself:

First and foremost | am a music lover; I'm a music lover more than a collector; | am a
music lover and yet I'm more than that - I'm someone that has always been really
interested [...] and from a very early age. I'm an atypical collector shall we say;
collectors are usually people who are set on certain things [...]; I only have things that I

actually like; I don't buy things | don't like (José Correia dos Santos, 19" June 2014)%.

Nuno Caeiro started working as a technician of Camara Municipal de Almada®
(CMA) namely at the Oficina de Cultura in 1995 when he was still finishing high school but,
as the gallery was open mainly at the end of the working day, he was also able to do a
degree in Architecture at the University of Lisbon. By 2008, he was working as a
museography technician and was entirely responsible for the production of the exhibition.

This involved almost everything from the architectural to managerial aspects of getting the

28 Eu sou acima de tudo um melémano, antes de ser colecionador sou um melémano, sou um melémano e sou
mais do que um meldémano, sou uma pessoa que de facto sempre se interessou [...] e isto foi desde muito cedo
[...] sou um colecionador atipico digamos assim, 0s colecionadores normalmente séo pessoas que séo fixados
em determinadas coisas [...] eu s6 tenho aquilo que gosto de facto, o que ndo gosto ndo tenho, ndo compro
(José Correia dos Santos, 19" June 2014).

 Almada City Council.
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exhibition off the ground. His interest in the profession is such that he is now doing a
master's in Museology at ESBAL (Escola Superior de Belas Artes). However, he continues
to work a technician of Camara Municipal de Almada (CMA), but now is based at the
Convento dos Capuchos, where he received me.

Oficina de Cultura is in the Almada district: it is one of CMA's five cultural facilities
which can hold exhibitions. According to the CMA website, the gallery's mission when
launched in April 1994 was to host cultural projects. Although not formally a museum, it is
specifically designed to put on exhibitions each lasting two weeks, which turn out to be
released every two weeks. Proposals from associations, organized groups and cultural

institutions are particularly welcome.

The building had previously been used as a car stand with a gas pump for at least 35
years by Santa Casa da Misericérdia. However, when the gas pump and the car stand were
closed due to developments in the city, the CMA decided to take advantage of its prime

location for cultural activities.

The name Oficina de Cultura not only alludes to the building's past, but also fosters

the idea of an active producer of culture.

Proposals for projects are sent primarily to the city councillor for culture, Antonio
Matos. He meets the proponents personally before allocating the projects to the relevant
culture, sports, social action, education or other services.

As city council facilities, in addition to its own annual budget, the gallery also has the
possibility and the ethical obligation to use the city council's services and resources.
Significant savings can therefore be made when budgeting for an exhibition; more
specifically, advantage can be taken of the city's architectural, carpentry, electricity and
transport resources for the conception, production, and operation stages, as well as, as well as
general services such as insurance, security and maintenance.

According to Nuno Caeiro, the CMA puts up no resistance to any kind of exhibition

organized at Oficina de Cultura:
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From my experience, it's enough for an idea to be put on the table and there is a 90%
probability that the council will seize it and make it happen (Nuno Caeiro, 17"
November 2014).*

Nonetheless, there have never been any exhibitions about music or popular music at
the gallery before or since Magia do Vinil, a Musica que mudou a Sociedade. Every year the
city hall endorses Op¢6es do Plano, which is a plan encompassing all domains of action to be
implemented along the year. Although | did not have the opportunity to consult the plan for
2008, | found from examining the 2014 plan that it establishes general guidelines and
recommendations rather than specifically addressing each cultural facility. As such, it defines
no specific procedures for Oficina da Cultura. On the other hand, the president's introductory
note draws attention to the city hall's understanding of tourism, culture and knowledge as
promoters of job creation and quality of life. Further down, point five standardizes

procedures for culture, sports, solidarity and security. Subheading 5.3. on culture reads:

To give continuity to the preservation and valorization of the council's material and
immaterial heritage through studies that specifically address its valorization and
safekeeping, the restoration of its cultural, architectural, documental, archaeological,

natural and landscape heritage®

Despite this sweeping stance and the lack of any direct mention of music, | cannot
help being fascinated by the reference to immaterial heritage. Even though there are no
further developments in point five specifying the term ‘immaterial’, there are undoubted

allusions to its historical and cultural value.

Turning to the exhibition itself, José Antonio Correia dos Santos had the original idea
which he then discussed with some friends from the Associacdo dos Antigos Alunos da
Escola Emidio Navarro in Almada. The association then contacted Cadmara Municipal de
Almada, which welcomed the project and decided to go ahead with it. Although the contact
was made by José Correia dos Santos, he did so as the president of the Association, not in his

personal name.

%0 Eu, pela experiéncia que tenho de municipio, basta uma ideia vir para cima da mesa e 0 municipio 90% das
vezes agarra e consegue realizar (Nuno Caeiro, 17" November 2014).

%! Dar continuidade a preservacéo e valorizagdo do patriménio material e imaterial do concelho, desenvolvendo
estudos especificos considerando a sua valorizacdo e salvaguarda, recuperacdo do patriménio cultural, edificado,
documental, arqueoldgico, natural e paisagistico.



The exhibition aims to highlight and acknowledge the popular music and musicians of
the Anglo-American early vinyl record era, as well French, Brazilian and Portuguese music.
The temporal focus is placed on the period vinyl emerged, namely from 1955 to 1975, which
the curator sees as a groundbreaking era in Western cultural life. A broad set of popular
musical genres is addressed, such as pop, rock, jazz, soul music, and so forth through the
display of the 'most important’ works released by the most important musicians.

In other words, we are given two mains actors: on the one hand popular music and its
musicians, and on the other hand vinyl records. The following words of the curator testify to
this:

The premise was to show the magic of the music of 1955 to 1975 that changed the
world and society; it is an extremely important cultural set of the 20th century that is
greatly underrated by many people who are connected, shall we say, to erudite music
here [...]; it was to show the main body of this period, the most important works,
brilliant or close to it [...], in pop-rock and popular music in the broadest sense,
encompassing jazz, French, Portuguese and Brazilian music, because the period was of
great importance in society and also much bigger than it is sometimes credited for; it
changed people's lifestyles [...] 1955 to 75 was the most creative phase, the leading

creators are all there (José Anténio Correia dos Santos, 19" June 2014).%

and:

If we look at the way society developed and how the vinyl record came into people's
houses, all of a sudden we were able to have music at home [...]; the vinyl record
changed both society and the way our lives were organized, it's a cult object. (José
Anténio Correia dos Santos, 19" June 2014). *

320 pressuposto era mostrar nos anos 55 a 75, a magia da musica que mudou a sociedade, que é um corpo
cultural muito importante no século XX que é muito menosprezado por muita gente ligada aqui a musica erudita
digamos assim [...], mostrar o corpo principal desse periodo, as obras mais importantes, geniais, enfim préximas
disso [...]Jno pop-rock e na musica popular em sentido mais lato, pondo o jazz também e a musica francesa,
portuguesa, brasileira, porque é um periodo que teve uma grande importancia na sociedade e também uma
dimensdo maior do que a que as vezes lhe é dada, mudou os habitos na vida das pessoas [...] 55 a 75 é a fase
mais criativa, 0s principais criadores est&o todos aqui (José Anténio Correia dos Santos, 19™ June 2014).

33 Se olharmos para a forma como a sociedade se desenvolveu e o disco de vinil entrou nas casas das pessoas, de
repente podiamos ter a misica em casa [...] o vinil transformou tanto a sociedade e forma como as nossas vida se
organizaram, é um objecto de culto (José Anténio Correia dos Santos, 19" June 2014).
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Alongside the exhibition, Oficina da Cultura provided guided tours with the curator
and edited a small exhibition catalogue. Finally, Oficina da Cultura but mostly José Anténio
Correia dos Santos made a visible effort to publicise the exhibition extensively in the mass

media.

The following objects were selected as exhibits: the reproduction of nearly 500 vinyl
record sleeves and some other items of material culture related with popular music, a 24-hour
selection from records that continuously plays musical sound over loudspeakers in the
gallery, and text panels. These generated three concomitant narratives: a visual one made up
of the images of the record sleeves and other objects of material culture; a sonic one exhibited

by the sound of some songs; and a written one delivered by the text panels.

I11.1. WRITTEN NARRATIVE

The exhibition has a principal and a secondary titles, A Magia do Vinyl: a Musica que
Mudou a Sociedade, clearly denoting the chief purpose of the curator: to show evidence of
what has strikingly and permanently changed Western societies from the cultural point of
view: vinyl record and their music.

In formal terms, it is divided into the following 20 sections:

1. An exterior panel at the exhibition’s entrance with its title, A Magia do Vinil;

2. An interior hall with a more explanatory version of the title, A Magia do Vinil, a
musica que mudou a sociedade, and a large introductory panel with a text by the city
councillor for culture and 14 sections that have a thematic temporal sequence, each with its
own title and texts: these 14 sections cover the entire exhibition and use the same texts as the
catalogue (the contents of these sections are actually an extended informative version of the
exhibition that is subsequently released);

3-20. The exhibition unfolds into 18 sections introduced by a sentence or a couple of
sentences each. The large majority of the sections exhibit no more than a set of vinyl sleeves
selected by the curator as the best ones produced within the specific time-period or thematic
section addressed. A few sections have no introductory text at all and exhibit material culture

related to popular music such as guitars, record players, books and magazines.

The use of A Magia do Vinil as the title for the external entrance of the exhibition,
immediately followed by A Magia do Vinil, a Mdsica que Mudou a Sociedade (The Magic of

Vinyl, the Music that Changed Society) in the interior entrance hall is interesting and
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highlights the idea transmitted in the subtitle; as we shall see, this is one of the main
intentions of the exhibition.

I will now make a linguistic analysis of the introductory panel and the exhibition
itself.

I11. 1.1. NARRATIVE GENRE IN THE LARGE INTRODUCTORY PANEL

Both the central location and size of the large introductory panel make it an essential
instance of communication for analysis thus providing a good opportunity to study how the
curator represents the subject.

The city councillor for culture wrote the first text. It differs from the others in both
genre and register: it can be said to fall into exposition genre although episodically it uses an
explanation genre tool (see the subsection 1.4.2. Analytical Concepts and/or Appendix A).

Exposition genre aims to foster a point of view or argument:

Table 8 - Genre stucture of the introductory panel of the exhibition A Magia do Vinil, a MUsica
que Mudou a Sociedade

It begins by putting forward the Em Outubro, més da musica em Almada, os ritmos e 0s sons invadem os
writer’s point of view (exposition . . .
genre) equipamentos culturais do Concelho, reunindo as pessoas e promovendo

a partilha de emocdes que s6 a musica consegue despertar.

Mas, a misica néo se faz s de sons. Invoca também, formas e cores que
se lhe associam e a perpetuam. Ao materializar-se em disco, a musica sai
dos palcos e dos espagos publicos e entra nas casas das pessoas,
estreitando a relagdo e conquistando o espago de cada um.

The arguments that support the A musica desperta paixdes e da paixdo nascem sentimentos de pertenca

writer’s point of view are listed
and elaborated on (exposition

genre) dos menores, porque ndo sdo mensurdveis, as coisas do gosto e da

facilitados pela gravacéo discogréfica dos maiores éxitos musicais. E até

emogdo!

A sequenced explanation is given Foi desta paixdo que nasceu a colegdo de discos de vinil, desenvolvida

describing the processes involved . L. .
in  how something occurs | POr um grupo de antigos alunos da Escola Secundaria Emidio Navarro,

(explanation genre) em Almada, e que agora se dispdem a partilhar com a cidade, ela prépria
percursora dos mais significativos movimentos musicais, de que a
explosdo do Rock Portugués nos anos 70 e 80 é um significativo
exemplo.

A sequenced explanation is given | A exposi¢do destas capas de discos vinil, apoiada pela Camara Municipal

describing the processes involved . i
in  how something occurs | de Almada, representa o reconhecimento do valor cultural e social da

(explanation genre) Musica e das diversas formas de criagdo artistica que lhe estdo

associadas.
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Final reiteration of the original Porque, afinal, a mUsica também se vé, é tempo de ver a misica, através
point of view (exposition genre) . i .
das capas dos discos que Ihe sublinham a magia.

Anténio Matos
Vereador dos Servigos Municipais socioculturais, Desporto, Informagéo e Turismo

As a representative of Almada city hall wrote the text, it essentially constructs roles
for both the institution and visitors. According to Ravelli (2006), the exposition genre is
oriented towards influencing visitors by using persuasive arguments: however, it is not

particularly inclusive but disguisedly authoritative.

The texts for each of the subsequent 14 sections of the panel generally have the same
organizational structure and the main purpose is to inform by retelling events, typically using
the recount genre. Nevertheless, the purpose of describing the musical panorama between
1955 and 1975 is also visible, thus revealing some features of the report genre (see the
subsection 1.4.2. Analytical Concepts and/or Appendix A).

From the structural point of view, the various texts are largely in accordance with the
conventional recount structure: typically, the text opens with a short orientation to position
the reader, followed by a sequence of facts listed, and then a final re-orientation might be
used (Ferguson at al 1995: 58). The following three examples are used as illustrations:

Table 9 - Genre stucture of the panel Pop em Inglaterra, exhibition A Magia do Vinil, a
Musica que Mudou a Sociedade

5. O Pop em Inglaterra

Short orientation to Os grupos pop ingleses de 60 nasceram todos sob a influéncia do rock
position the reader ‘n’ rol e da musica negra americana.
Facts listed No principio de 60 havia os Shadows, que produziam uma musica

instrumental muito em voga na época.

Facts listed Mas é principalmente com a influéncia dos Beatles — e também de

Dylan evidentemente — que comecaram a florescer as bandas pop.

Facts listed A seguir aos Beatles e aos Stones, 0 grupo mais importante sdo 0s
Kinks. Diferentemente daqueles, todas as cangdes sdo compostas por
Ray Davies, o que faz dele um dos principais autores de 60.

Facts listed Entre as bandas mais importantes, contam-se: Animals, Small Faces,
Who, Yarbirds, Them, Spencer Davis Group, Troggs, Walker

67



Re-orientation

Brothers, Manfred Mann, Pretty Things, Seachers, Hollies, The move,
Moody Blues, Bee Gees, Traffic, Cream, Procol Harum, Zombies,

para mencionar apenas algumas.

Cada uma destas bandas produziu um lote de cang¢fes que entraram na
nossa memaria colectiva e que de um modo ou de outro marcaram as
nossas vidas. Muitas delas, apesar da erosdo do tempo, fazem e fardo

parte do patrimonio cultural nosso e da humanidade.

Table 10 - Genre stucture of the panel Os 45 RPM, exhibition A Magia do Vinil, a
Musica que Mudou a Sociedade

Short orientation to

position the reader

Facts listed

Facts listed

Facts listed

Facts listed

Re-orientation

9. Os 45 RPM

Os 45 RPM sdo os discos de 7°° que apareciam sob a forma de EP (4
faixas, duas de cada lado) ou Single (duas faixas, uma de cada lado).

Até meados de 60, este formato era o mais vendido.

N&o era assim no classico e no jazz, onde por razbes ldgicas o LP era

o formato mais procurado.

O LP foi progressivamente tendo vendas similares & dos singles e

EP’s. A dindmica econémica assim o permitiu.

Em Portugal, no entanto, dados os condicionamentos existentes, 0s

formatos de 45 rotagBes continuaram a ser 0s mais vendidos.

Estes apareciam no mercado sob duas formas: os editados localmente,
como os dos Beatles e Stones, e os editados no estrangeiro,

nomeadamente os editados em Inglaterra e Franga.

Table 11 - Genre stucture of the panel Musica Francesa, Musica Latina, exhibition A
Magia do Vinil, a Musica que Mudou a Sociedade

(No short orientation to
position the reader) —
Event listed

Facts listed
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13. Musica Francesa/MUsica Latina

A diva da cancdo francesa é Edtih Piaf. Piaf influenciou todos os que

se lhe seguiram.

Mas a figura candnica da musica de lingua francesa é Jacques Brel,
um belga que fez a sua carreira em Francga. Brel influenciou tudo,
incluindo numerosos autores ingleses e americanos. As suas cangdes
estdo traduzidas para imensas linguas e existem dezenas de versdes
das mesmas. Scoot Walker venera-o tanto que lhe dedicou um disco

inteiramente preenchido com cangdes suas.




Facts listed Na cangdo francesa merecem destaque Georges Brassens, Leo Ferré,
Jean Ferrat e Serge Gainsbourg. Destes, 0 mais original e importante é

Brassens.

Facts listed Entre a chanson e o pop existem dois nomes que editaram alguma boa
musica em 60 e que tiveram um imenso éxito em Portugal: Gilbert

Bécaud e Charles Aznavour.

Facts listed A pop francesa teve em 60 uma elevada qualidade. Michel Polnareff,
Francoise Hardy e Jacques Dutronc e ainda Adamo, Nino Ferrer e
Antoine sdo os principais protagonistas. Sylvie Vartan e Johny

Halliday foram duas figuras que a época tiveram grande éxito.

Facts listed Em ltalia destacou-se Rita Pavone, que cantava cangdes de Nino Rota,
autor das bandas sonoras dos filmes de Fellini.

Facts listed — no final Em Espanha, ha que referir em primeiro lugar Paco lIbafiez, um
re-orientation grande compositor. Joan Manoel Serrat, 0 grupo Aguaviva, Luis Lach

e Maria del Mar Bonet sdo nomes importantes de 60 e 70.

Other linguistic features also comply with the recount genre, e.g. an extensive use of
the past tense - ‘Os grupos pop ingleses de 60 nasceram todos sob a influéncia do rock ‘n’ rol
¢ da musica negra americana.’; 'Em Italia destacou-se Rita Pavone, que cantava cangdes de
Nino Rota [...]."; a sequenced, sometimes temporal, arrangement of the events, and a tendency
to have individuals as participants rather than groups of individuals — names of musicians and

pop-rock bands rather than ‘musicians’.

The report genre in use is not revealed by structural features, but is conveyed in the
sentences. In the above examples, | find that several are driven by the purpose of describing
and classifying things. This is shown in bold and italics in the following sentences: ‘Os 45
RPM séo os discos de 7°’ que apareciam sob a forma de EP (4 faixas, duas de cada lado) ou
Single (duas faixas, uma de cada lado)’; ‘A diva da cancdo francesa é Edtih Piaf’; ‘A seguir
aos Beatles e aos Stones, 0 grupo mais importante sdo os Kinks.’; ‘Mas a figura candnica
da musica de lingua francesa é Jacques Brel [...]°; ‘A pop francesa teve em 60 uma elevada
qgualidade.” These sentences are constructed by means of relational processes, which

normally convey technical achievements of the subjects.

Although I have only presented a few examples, they are broadly representative of the
approach taken. | conclude on the basis of an in-depth analysis of the texts that they are

maintained consistent throughout.
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As mentioned before in relation to the first exhibition analysed, the recount and report
genres have a regulatory and pedagogic function, contributing to the museum'’s conventional
role of explaining phenomena (Ravelli 2006). They typically support the communication of
‘neutral’ information practised by 19™ century natural history museums (Ravelli 2009: 312)
as well as other sorts of historical approaches in museums and elsewhere, and they foster a
relatively authoritative role of persuasion. Visitors are given the right to receive the
information through conventional institutional voices, but not to internally construct it.
Furthermore, here a successful visitor experience would be for visitors to accept the ideas as
unproblematic and trustworthy, resembling the authoritative communication model
envisioned by the modernist museum. On the other hand, Museum Studies'
reconceptualization of communication not only encourages multiple readings and enacts
dynamic and responsive relations with visitors, but it also invites them to participate in the
formation of knowledge in partnership with the museum; however, we must take into account
that established visitors' need to receive information from museums, thus advocating a

sensible balance between a traditional and a more flexible communication model.

Overall, the genre of this initial large panel necessarily falls into the report category
(see the subsection 1.4.2. Analytical Concepts and/or Appendix A) not only because this is
the organizational structure of all sectional texts but also because they are sequenced
chronologically and thematically: after an introduction, the order is predominantly
chronological and some thematic sections are introduced within this: anos 50; Bob Dylan;
Beatles | RollingStones; o pop em Inglaterra; pop Americano; musica soul; o psicadelismo;
0s 45 RPM; singer | songwriters — cantores | autores; os anos 70; jazz; musica francesa |

musica latina; musica em Portugués; rock em Portugal | rock em Almada.

This panel is necessarily representative of the curator's understanding of popular
music. Nevertheless, it is unlikely many visitors read it thoroughly due to its length. In terms
of what visitors actually understood, | believe the organization and text of the following 18

sections were much more significant.

I11. 1.2. NARRATIVE GENRE IN THE EXHIBITION

The exhibition itself sleeves sections 3 to 20. Each one has its own title and an
introductory sentence or sentences: as these isolated sentences do not convey an actual genre,
| can therefore seize a genre for the overall exhibition rather than the genre for each section

that we saw in the large introductory panel.
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The overall genre of the exhibition is exposition (see the subsection 1.4.2. Analytical

Concepts and/or Appendix A), as illustrated by the excerpts in the following table:

Table 12 - Genre stucture of the exhibition A Magia do Vinil, a Musica que Mudou a Sociedade

It begins with the curator’s
overall point of view or
argument

A logical sequence presents the
points supporting the argument

New supportive argument

New supportive argument

New supportive argument

New supportive argument

New supportive argument

New supportive argument

New supportive argument

A Magia do Vinil, a masica que mudou a sociedade

Apbs a 2.2 guerra mundial a profunda mudanga cultural comegou nos EUA e alastrou a
Europa. A grande vaga musical que a anima comegou no jazz e estendeu-se ao rock e ao
pop, acabando finalmente por contagiar outras masicas. Assim despontou um movimento
global que serd responsavel ndo apenas por uma auténtica revolucdo musical mas

igualmente no plano das mentalidades.

A massificagdo da venda do disco de vinil em 60 terd um impacto determinante na
mudanca da sociedade, dando corpo a um dos mais importantes movimentos culturais e

artisticos do século XX.”
ANOS 50

Tudo estava a mudar. O rock encarnava a rebeldia da juventude, a sua vontade de mudar

costumes e ser protagonista.”

POP EM INGLATERRA
Produziu-se um lote de cang¢des que faz hoje parte da nossa memaria colectiva.
BOB DYLAN

Bob Dylan transformou a forma tradicional da cancdo. As versdes das suas cangdes

contam-se as centenas.
POP AMERICANO

N&o voltaria a haver um periodo tdo diverso, fecundo e criativo como o que vai de 1965 a
1969.

MUSICA SOUL
A musica negra desabrochou ganhando um colorido pop.
PSICADELISMO

A ‘Pop Art’, a musica electrénica e a experimentacdo invadiram o pop com um

caleidoscopio de influéncias nunca visto.
SINGER SONG WRITERS

Sob a influencia de Dylan, nasceram alguns dos maiores talentos do nosso tempo. Tim

Buckley sera porventura o melhor exemplo.
ANOS 70

Os estilos renovaram-se e multiplicaram-se. Novas tendéncias afirmam-se: o rock

progressivo, o hard-rock e o chamado rock aleméo séo algumas.
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New supportive argument

New supportive argument

New supportive argument

New supportive argument

New supportive argument

New supportive argument

Final reiteration of the original
point of view

and a reorientation

summary.

or a

Extras

Might function as a
recommendation or a personal
positioning of the curator based
on his experience.

MUSICA FRANCESA — MUSICA BRASILEIRA

O grande Jacques Brel e outros elevaram a musica de lingua francesa a um patamar que

ela ndo voltaria a conhecer.
JAZZ

Eles iniciaram, influenciaram e moldaram o grande movimento musical de mudanca. Eles
sdo: Duke Ellington, Charlie Parker, Miles Davis, Thelonious Monk, Charles Mingus,
Ornette Coleman, John Coltrane e Albert Ayler. Eles e os movimentos bop, cool e free

jazz.”

A interacéo do jazz com outras musicas e culturas foi preponderante para a evolugdo das

formas musicais.”
MUSICA PORTUGUESA

José Afonso e Amélia sdo dois pilares da musica portuguesa. O génio criativo de José
Afonso e o0 génio interpretativo de Amalia impulsionaram a mudancga na masica popular

portuguesa.”
O movimento da bossa nova exerceu uma influéncia global, nomeadamente no jazz.
ROCK EM PORTUGAL — ROCK EM ALMADA

O rock feito na época em Portugal exprimia as debilidades estruturais e culturais do pais,
agravadas pela guerra em Africa.

Os musicos de Almada em accéo.
IMPRENSA DA EPOCA
BEATLES — ROLLING STONES

Os Beatles foram os grandes impulsionadores da viragem, seguidos pelos Rolling Stones.
A qualidade e a dindmica de ambos foi decisiva na grande exploséo criativa de meados de
60.

Com a sua rebeldia ajudaram a reformar os costumes (roupas, cabelos, atitudes,

linguagem) que definiram uma geracéo.
AVENTURA PSICADELICA

A MUSICA QUE MUDOU A SOCIEDADE
Divulgar este patrimdnio é espalhar o saber.
A GRANDE AVENTURA DOS BEATLES
O POP NO SEU AUGE

45 RPM

Os discos pequenos de 45 rpm (singles e EP’s) eram os mais vendidos. Produziram-se

verdadeiras preciosidades pelo mundo fora que sdo hoje as delicias dos colecionadores.”




Following the initial statement introducing the curator’s point of view, the exhibition
presents a number of arguments that follows an underlying chronological order within which
some thematic sections are introduced. These arguments persuasively build up the curator’s
thesis: popular music has changed the world and recording music in vinyl was fundamental to
this. Look at all these transformations and movements that have taken place: it is time to
think differently and acknowledge their value. The final reorientation sentence: Divulgar este
patriménio é espalhar o saber reinforces the value ascribed to music and functions as a
reorientation for visitors, a feature typical of the exposition genre (see the subsection 1.4.2.
Analytical Concepts and/or Appendix A). Furthermore, it introduces the words patrimdnio
and saber, two words that are becoming increasingly powerful in museums and daily

discourses and is here innovatively applied to popular music.

As the persuasive tone of the exhibition is disguised, it ended up having the effect of a
directive stance that encourages visitors to change their valorative behavior towards popular
music. Reinforcing this, a large number of vinyl sleeves are displayed, 500 hundred as
mentioned above, as part of an immense collection that consequently has power. Sleeves
reproductions are exhibited not only for aesthetic contemplation, but also often for their

uniqueness.

Finally, I will make some comments on the 45RPM section, which | see as somewhat
personal and emotional. As the objective of information is already fulfilled, the curator now
creates the opportunity to more openly express himself based on his experience. Furthermore,
it highlights the issue of collecting in a remarkable way as it offers some information about
the pleasures of the practice itself. This trait is more likely to be found at the end of the texts
written in the discussion genre (see the subsection 1.4.2. Analytical Concepts and/or

Appendix A). However, it does not necessarily introduce a new stance in the overall genre.

Similarly to the analytical sequence taken for the first exhibition, I will now turn to
the analysis of register, which reflects the situational context. It attempts to differentiate
every instance of communication by stressing its situational specificity. | will again begin by

addressing the large introductory panel and then the exhibition itself.
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111.1.3. REGISTER IN THE LARGE INTRODUCTORY PANEL*
FIELD

The overall text is informative, more specifically it provides evidence about a set of
popular music musicians and music movements that are understood to had impact and to be
the most relevant in western societies in the 1955-1975 period. Concomitantly, it seeks to
classify and establish a hierarchy between these actors. The microanalysis below closely

scrutinizes the text:

Some specific musicians and musical and cultural movements are the most frequently
mentioned participants. Although the text makes considerable use of prepositional phrases,
the participants are fairly present in the main sentences. The actions taken are represented
through material processes (see the subsection 1.4.2. Analytical Concepts) carried out by
music subject: captar, comecar, dar, editar, estrear, fazer, florescer, gravar, langar, liderar,
moldar, participar, produzir, projetar, protagonizar, reinar, relancar, surgir, tocar, tornar,

transformar, and so forth.

Participants are described through relational identifying processes (by means of
verbs), which define them by expressing relationships and equivalences — ‘o rock ‘n’ roll €
uma mistura de elementos do country e do rhythm ‘n’ blues’; ‘entre eles esta Billy Halley e o
seu ‘Rock around the clock’; ’disco de vinil que tinha entdo os formatos de LP, EP e Single’.
Nevertheless, the majority of relational processes convey actors’ possessions and attributes -
‘esta movida cultural, se assim lhe quisermos chamar, apesar dos meios de expressdao
diferentes, € um dos mais importantes movimentos culturais e artisticos do século xx’;
‘os seus discos mais importantes sdo desse periodo’; ‘Dylan sera diferente pela
genialidade’; ‘a seguir aos Beatles e aos Stones, 0 grupo mais importante sdo os Kinks’;
“’Pet Sounds’, o album de 66, é considerado um dos melhores de sempre’, and so forth.
Furthermore, relational processes are the most frequent in all section texts and this is in line
with the purpose of describing and classifying that is also mentioned in genre analysis. There
is a substantial amount of other actional processes, such as existential (see subsection 1.4.2.
Analytical Concepts), which are likely to be conclusive and thus construct a world of
certainties — ‘Emergiram entdo nomes como Thelenius Monk, Miles Davis, Ornette

Coleman, John Coltrane’; ‘E havia, claro, as grandes cantoras de jazz como Billie Holiday

34 The data for the following narrative of register analysis can be found in appendix F.
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ou Ella Fitzgerald’; ‘Entre as bandas mais importantes contam-se, Animals, Small Faces,
Who, [...]’; ‘E ha o som mais pop da etiqueta Tamla-Motown’: similarly, verbal processes
are relatively frequent, some of which assign power to the curator constructed on expertise —
‘[...] das quais ha a salientar [...]’; ‘é de realcar o papel preponderante que tiveram Jimi
Hendrix e os Pink Floyd de Syd Barret.’; ‘E fundamental lembrar nomes como Phil Ochs e
David Ackles [...]’; ‘Em Espanha, ha que referir em primeiro lugar Paco Ibafiez [...]". On
the other hand, mental processes, also actional and frequently expressing degrees of affection,
are barely used.

The main semantic domains developed by the text are seen through lexical choices.

The most evident of these are therefore briefly analyzed below:

(1) Evaluative and hierarchical lexical compositions: ‘a mais conhecida’; ‘alguma da
melhor e mais incompreendida musica’; ‘alguns dos maiores talentos’; ‘conseguiram retomar
padrdes de qualidade ao seu melhor nivel’; ‘de nivel bastante aceitavel’; ‘discos de maior
fulgor’; ‘discos medianamente mediocres’; ‘é considerado um dos melhores de sempre’;
‘editaram alguma boa musica’; ‘elevou a um nivel superlativo’; ‘estdo nos antipodas’;
‘figuras de topo’; ‘lideraram’; ‘merecem destaque’; ‘o mais vendido’; ‘os seus melhores
discos’; ‘panorama musical dominado por’; ‘principal producdo’; ‘um dos discos seminais’;
‘um dos mais importantes’; ‘um dos mais influentes’; ‘um dos principais autores’; ‘uma

constancia de qualidade’.

(2) Qualities or value judgements ascribed to participants (musicians and musical
movements): alucinante; assinalavel; bela; decisivo; emblematico; estrela; eximio; famoso;
genial; genuino; grande; importante; inovador; intemporal; melhor; original; principal,

profundo; qualidade; singular; sofisticado; talento; zénite.
The lexical analysis also revealed a framework of topics observed:

Aesthectics; affect; albuns'titles; appraisal; art; collective memory; context; criativity;
cultural configurations; editors; emotion; famous; genius; great musician; great work;
heritage; identity; industry; influences; inovation; musicians; musical movements; pealsure;
revolutionary musical moment; songs' titles; social issues; talent; taste; technology; the best;

youth.

This should not be taken as definitive or comprehensive, but rather a reasonable

interpretation of the representational framework underlying popular music both as it is



conveyed by the texts of the exhibition A Magia do Vinil, a Musica que Mudou a Sociedade
and as it is understood by the curator. Ultimately, music is not only created, circulated,
recognized and received or consumed, but also studied, and reported according to a range of
concepts.

A substantial use of actional processes constructs a world where musicians and
musical movements are positively valued. Relational processes, in turn, predispose the visitor
to acknowledging the personal appraisal of the curator; they ascribe value to music within the
curator's own aesthetical choices; and they construct a hierarchized world where music is
divided between good and bad music by means of a rationale that implies a value hierarchy.
Consequently, this distinction is also extended to social groups: it creates a mismatch
between my social group and that of others, and therefore presents a particular vision of
reality. This encodes the ideology of binary opposition where meanings are generated
through a contrast between positive and negative (Hartley 2011; Mikula 2008). Mikula's
understanding of binarism is that it is not a universal principle and its “deconstruction seeks
to destabilize binary oppositions by subverting their implicit hierarchy and leaving them in a
suspended, irresoluble condition” (Mikula 2008: 16).

By stating aesthetical evaluations, the curator might be attempting to ascribe popular
music with the significance of art music; i.e. the curator is taking it seriously. Ethnographic
research firmly supports this idea with the following excerpt from the interview with the

curator:

What we want to do is something that has quality, something that brings prestige; you
know that pop rock and this thing are often in the mud too, we want to put pop-rock on
a higher level and the city hall too if you like (José Anténio Correia dos Santos, 19"
June 2014).%

and some time later:

* O que queremos fazer é uma coisa com nivel, uma coisa que dé prestigio, sabe que o pop rock e esta coisa
anda muito na lama também, quisemos dar algum nivel ao pop-rock e a cAmara também se quiser, também (José
Anténio Correia dos Santos, 19" June 2014).
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We want to show a little bit of everything with the sleeves and to give a little bit of
music so as to arouse interest in it; and show first and foremost what is important 80%,
of what was there was very important, well let's say 75%, and that's what must be drawn

attention to (José Anténio Correia dos Santos, 19" June 2014).%

TENOR

Some interesting conclusions can be drawn from the analysis of objectivity vs.
subjectivity for the text of the Magia do Vinil exhibition: the following dissimilar linguistic

features must be taken into account.

The text is written in the third person thus hiding the writer's subjectivity and
assigning ultimate authority to the contents. In line with this, the analytical tables displayed in
appendix F revealed considerable use of existential processes (see subsection 1.4.2.
Analytical Concepts) that construct a definitive world: ‘E havia, claro, as grandes cantoras de
jazz como Billie Holiday ou Ella Fitzgerald’; ‘As versdes das suas cangdes deste periodo
contam-se as centenas’; ‘H& o som das etiquetas Stax/ Atantic’; ‘E h4 o som mais pop da
etiqueta Tamla-Motown’; ‘nasceu a estética psicadélica’; ‘revelou-se Bruce Springsteen’.
The author also adopts some particular attributive relational processes that predisposes us to
an absolute reality: ‘[Lennon] é sem sombra de ddvida um dos mais influentes’; ‘[Elton
Jonh] é um dos melhores de 1970°. This linguistic resource could be said to be the result of
a very conventional museum practice. On the other hand, there is a particularly interesting
use of the future tense that makes us susceptible to a two-fold interpretation. Sentences like,
‘cuja voz mais conhecida sera a de Elvis Presley’ or ‘cujos principais mentores serdo Bob
Dylan e os Beatles’ can either be just a stylistic issue common in spoken discourse or be an

attempt to present ‘facts’ as they are open to negotiation by stressing the subjectivity at stake.

The analysis of the lexical listing in field analysis described above has shown very
specific lexical choices conveying evaluation, hierarchy and value judgement. This lexis
mainly conveys the personal appraisal of the author. Appraisals are a resource to introduce a
personal point of view and thus produce a more spoken and intimate text. Nevertheless, the
appraisal used in A Magia do Vinil’s text is not explicitly announced and might therefore

reveal an attempt to position the visitor to share this opinion so that he/she is predisposed to

% Tentdmos mostrar um bocadinho de tudo com as capas e por um bocadinho da misica e despertar o interesse
para isto, e mostrar em primeiro lugar aquilo que é importante, 80% do que ali estava era 0 que era muito
importante, 75 % va digamos, e sobre isso € que se devia chamar a atencdo (José Anténio Correia dos Santos,
19" June 2014).
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seeing the world in a particular way. Moreover, it inherently fosters a relationship that goes

from expert to novice.

I will now turn to the analysis of mode in an attempt to shed some additional light on
the discussion.

MODE

Mode analysis also focuses on the accessibility of the text by placing it within a more
written or spoken style.

Nominalizations and nominal groups typical of the written text mode are not
extensively used. Moreover, | do not find much use of technical terms compliant with the
written mode in the lexical choices. Nevertheless, a wide range of musical movements and

musicians are often mentioned and this might be beyond the scope of many of the visitors.

Some features point to a spoken style: ‘surgem entéo [...]’; ‘Aparecem depois [...]’;
‘Os Stones a certa altura pareciam ter perdido o norte [...]’; ‘O pop Americano ja nos
tinha dado belas melodias anteriores aos Beatles.”; ‘[...] que sdo, digamos, 0 genuino

soul.”; ‘[...] é sem sombra de davida um dos mais influentes’.

On the basis of these data, | would consider the mode of the text to be moderately
spoken and reasonably accessible. However, | question a methodology that defines which
lexical terms are accessible or inaccessible by determining their frequency. I am a strong
advocate of using visitor studies for a more accurate illustration of accessibility. As the
exhibitions studied in this research were no longer running, | had no opportunity to evaluate
the overall effectiveness of the text by testing visitors’ comprehension. Furthermore, such a

task is beyond the scope of this master thesis.

111.1.4. REGISTER IN THE EXHIBITION

We can see from the analysis below that register in the exhibition text and in the large
introductory panel are remarkably similar. Some further specificities are worth to be
highlighted.
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FIELD

Although the introductory text seeks to thematically position the visitors and provide
some contextual information (sentences 1 to 9), the remaining text is made up almost entirely
of short and informal sentences (10 to 42).

Participants in the introductory text are musical and cultural movements and some
specific musicians: processes are mainly material and relational (by means of verbs) (see the
subsection 1.4.2. Analytical Concepts) ascribing responsibility and an extremely actional
power to the cultural transformation of the post second world war period and to the impact of
vinyl records. In the following sentences, music and musicians are ascribed with positive
actions: transformou, encarnava, desabrochou, ganahndo, renovaram-se, multiplicaram-se,
afirmam-se, elevaram, moldaram, impulsionaram, and reformar.

Relational attributive purposes are not as evident as in the introductory panel analyzed
above. On the other hand, lexical choices also show a tendency for evaluative and
hierarchical lexical compositions, such as: ‘alguns dos maiores talentos’; sera porventura o
melhor exemplo’, ‘elevaram a musica de lingua francesa a um patamar que ela nio voltaria a
conhecer’; 'sao dois pilares da musica portuguesa’, ‘a qualidade ¢ a dindmica de ambos foi

decisiva’.

Three words justify additional comments, that of memdria, patrimoénio, and saber.
They appear specifically in the following sentences:

1. Produziu-se um lote de cancdes que faz hoje parte da nossa memoria colectiva;

2. Divulgar este patriménio é espalhar o saber.

The term memoria colectiva recalls collective practices of remembering and a
memory that is held by a social group, rather than a personal memory (MacDonald 2013: 14).

According to several ethnographic studies conducted by MacDonald (2013), the term
patriménio can be used for two purposes: in a more conservative approach, to give strong
recognition to a specific corpus of heritage and to encourage its proper supervision; in a more
critical approach, to invite reflection on the relevance of a particular subject as heritage (p.
17). Although | did not have the opportunity to ask the curator this directly, it is very clear
from the features and stance identified throughout this analysis that it is used by means of
ascribing value to popular music. Excerpts from further interviews attest to this. In line with
this, the word ‘saber’ also gives acknowledged intellectual status to popular music.

Furthermore, the introductory text of the large panel also reads a final interesting

sentence pointing to this:
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A Exposicdo destas capas de disco de vinil, apoiada pela Camara Municipal de
Almada, representa o reconhecimento do valor cultural e social da musica e das diversas

formas de criacao artistica que lhe estdo associadas.

TENOR AND MODE

Sentences are fundamentally declarative. Interaction thus depends on the institution's
absolute power and the consequent distance between it and visitors. Moreover, features of
subjectivity are very scarce — some future tenses and the word ‘porventura’ - and the

curator’s appraisal is not made explicit.

I11. 2. VISUAL NARRATIVE

From the point of view of the visual narrative, two dimensions articulate meaning and
thus require discussion: on the one hand, the material culture choices for display; on the other
hand, the organization of exhibits and spaces, and the graphic design of text panels.

A Magia do Vinil, a Muasica que Mudou a Sociedade included nearly 500
reproductions of record sleeves displayed across the exhibition, books and magazines,
turntables, a reel-to-reel record player, two amplifiers, a gramophone, two electric guitars and
several images (for the list of objects exhibited see appendix G).

It was decided to scan the sleeves and reproduce them on panels due to the high cost
of insurance for exhibiting the actual objects, many of which were almost unique examples.
Moreover, this meant the exhibition could be taken on tour and set up very easily elsewhere.
In other words, the extraordinary value ascribed to real objects usually on show in museums
and their ability to convey remembrance experiences were not exploited in this exhibition.

The excerpt below shows that the curator ascribes particular value to records when

representing music in an exhibition:

It's deciding what to choose for an exhibition that's difficult; you can have photographs,
you can have texts, you can have lots of things; but the sleeves [...], the music is linked
to the series, the release of the record, it is a representation of the music; [...] the
purpose of the posters was, if you like, to decorate the exhibition, just like the

magazines too; but the main focus was the records and the record sleeves - and
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everything else was just to frame them (José Ant6nio Correia dos Santos, 19th June
2014).%

In his introductory text, Anténio Matos, the city councillor for culture, creatively
resolved the problem of exhibiting material culture instead of music: Porque afinal a masica
também se V€, é tempo de ver a musica, através das capas dos discos que Ihe sublinham a
magia (Because ultimately we can see music too, it is time to see the music through the

record sleeves that highlight its magic.)

As to the criteria for the selection of sleeves, the intention was specifically to
guarantee the presence of the most important musicians and principally records as evidence

of the key musical movements.

By themes, the 1950s is a landmark, Dylan is a very important landmark, then the
Beatles and the Stones, then pop in England, the Kinks, all the pop that came out of that,
American pop, also of immense importance, the Birds, the Beach Boys, soul music,
black music, the psychedelic which is a really important trend of the mid 1960s isn't it,
the 45s the singles, the singer-songwriters [...], the 1970s [...] speaking a little here
about all the trends of the 1970s that diversified a lot, then jazz, French music and Latin
music, music in Portuguese, then rock in Portugal and rock in Almada, this is
something..., it's meaningless, in fact I'm almost embarrassed it's here (José Antonio
Correia dos Santos, 19" June 2014).

However, | was unable to ascertain the exact criteria used by the curator to identify

the best or most important musician or record. He repeatedly mentioned the term criador

¥ Uma exposicao é dificil o que é que se escolhe, uma pessoa pode ter fotografias, pode ter textos, pode ter
muita coisa, mas as capas..., a musica esta ligada a cadeia, a edicdo do disco, € uma representacdo da masica [...]

[...] os cartazes era digamos para compor a exposi¢cdo, como havia as revistas 0s cartazes também, o foco
principal é os discos e as capas dos discos, o resto era para enquadrar (José Anténio Correia dos Santos, 19"
June 2014).

% por tematicas, anos 50 é uma marca, Dylan uma marca muita importante, depois Beatles e Stones, depois 0
pop em Inglaterra, os Kinks, o pop todo que nasce ali, 0 pop americano, também uma importancia muito grande,
os Birds, os Beach Boys, a musica soul a musica negra, o psicadelismo que é uma tendéncia muito importante
ali em meados de 60, ndo €, depois os 45 rotagbes, 0s singersong writers [...], os anos 70 [...] falava aqui um
bocadinho das tendéncias todos dos anos 70 que se diversificaram muito, depois o0 jazz, a musica francesa e a
mdsica latina, a musica em portugués, depois o rock em Portugal e o rock em Almada, isto é uma coisa..., isto
ndo vale nada, alias eu tenho quase vergonha de ter isto aqui (José Anténio Correia dos Santos, 19" June 2014).
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(creator), and sometimes mentioned criteria such as innovation and diversity. The following

excerpts from the interview shed some light on the matter:

JACS: [...] mates of mine who also know a lot about this stuff [...] are the ones we ask
for the 10 most important creators and then they put them in hierarchical order and they
know what they're saying, don't they... and the most important records too [...], but there
are always names, Tim Buckley is one for example, [...] he's got to be the best creator
ever of Anglo-American music... we've got to go with him, I can only see four or five
and we can only put Tim Buckley Joni Mitchel and Dylan, even though Dylan did a lot
of things, musically he's less consistent than Joni Mitchel and in some ways than Tim
Buckley.

AC: why is that?

JACS: Buckley, Buckley, Buckley, Buckley - he's really amazing, and he goes ways,
tries out things and you know [...] and well Joni Mitchel [...] well maybe we could put
Joni Mitchel first and Buckley second, Dylan, and [cannot understand the name] has so
much diversity, it's so diverse [...] there's just such a huge range of genres, styles, things,

there's so much [...] (José Anténio Correia dos Santos, 19" June 2014).%

Contemporary museums and exhibitions ought to be multi-media experiences and
therefore encompass different modalities, i.e., modes of presenting information. In line with
this, the organization of exhibits and spaces, and the graphical design of text panels also

construct meaning and need to be taken into account.

¥ JACS: [...] malta minha amiga que também sabe muito disto [...] sS40 pessoas a quem a gente pergunta quem
sdo o0s 10 criadores mais importantes e as pessoas hierarquizam ali as coisas e sabem o que vao falar, ndo é... e 0s
discos mais importantes também [...] mas h& sempre nomes, o Tim Buckley por exemplo é um caso, pfff, [...] se
ndo é o melhor criador de sempre da musica anglo-americana... a gente sé pode por ali, eu s6 vejo quatro ou
cinco e so pode por a Tim Buckley a Joni Mitchel e o Dylan, o Dylan musicalmente €, apesar de ter feito muita
coisa, € menos consistente do que a Joni Mitchel e nalguns aspectos que o Tim Buckley.

AC: porque é que acha isso0?

JACS: o Buckley, o Buckley, o Buckley, o Buckley é uma figura pa que aquilo, e vai por caminhos, vai por
coisas experimentais e ndo sei qué [...] e a Joni Mitchel entdo, é uma coisa, € pa, tem, tem, eu talvez até pusesse a
Joni Mitchel em primeiro, o Buckley em segundo, o Dylan, e o [cannot understand the name] que tem uma
grande diversidade, aquilo é muito diverso, & muito diverso, as coisas vdo, cobrem um leque imenso de géneros,
de estilos, de coisas, é muito, é muito [...] (José Anténio Correia dos Santos, 19" June 2014).
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The entire gallery was used for the exhibition; it was set out in small modules
artificially shaped by panels interspersed with several showcases displaying other objects

such as books and magazines, turntables and so forth.

Figure 9 - General view of the exhibition A Magia do Vinil, a Msica que Mudou a Sociedade
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Sleeve reproductions were printed directly onto the panels.

Figure 10 - Detail of one of the panels with printed sleeves, exhibition A Magia do Vinil, a
Musica que Mudou a Sociedade

Overall, both the organization of the room and the design itself helped shape a
compelling narrative. Furthermore, Nuno Caeiro was in charge of the architectural project

and of commissioning a designer to set up an appealing layout for the panels:

Antonio introduced himself and said he had x sleeves, the topics and then from practice
or empirically, | started organizing myself [...] | remembered straight away that we have
a homogeneous format here and then we did these mosaics. [...] | suggested a script but
then we had to get everything done by a graphic designer (Nuno Caeiro, 17" November
2014).%

“00 Anténio apresentou-se e disse que tinha x capas [...], as teméticas e eu, j& por treino ou empiricamente,
comeco a organizar-me [...] logo ai lembrei-me, bom temos aqui um formato homogéneo e entdo fizemos estes

84



As for the length of the introductory panel, 4305 words of densely printed text is
manifestly unsuitable for a museum exhibition. As mentioned elsewhere, five words per
second is an average museum reading speed (Serrel 1996: 27), which means that even the
most interested reader would have to stand for at least 15 minutes to get through this
extensive introductory text.

Figure 11 - Detail of the large panel place at the entrance of the exhibition, A Magia do Vinil, a
Musica que Mudou a Sociedade

The whole text for the subsequent panels, on the other hand, is in a sharp contrast with
this, 4305 vs. 535 words respectively, which make it very likely that most visitors only read
the exhibition text. The fact that the design of the exhibition panels graphically highlights

mosaicos. [...] eu propus um guido mas depois teve que se encomendar tudo a um designer grafico (Nuno
Caeiro, 17" November 2014).
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each sentence at the beginning of every thematic section, together with the easy-to-read size

of the print, give the sentences a powerful impact.

Figure 12 - Detail of the panel Beatles | Rolling Stones, exhibition A Magia do Vinil, a
Musica que Mudou a Sociedade

111.3. SONIC NARRATIVE

For the specific purpose of complementing the exhibition with music, the curator and
the other organizers recorded around 24 hours of popular music from the 1960s. The final CD
resulted from a random selection put together by José Antonio and some friends. These
played all day every day from the opening to the closing of the exhibition. In fact, it took
several days to play right through the entire collection of records.

But it was the sleeves, not sound, that was the major item in the exhibition, as we can

see from the excerpts below:

86



We tried to show a bit of everything with the sleeves and put a bit of music and to

arouse interest in it (José Anténio Correia dos Santos, 19" June 2014). %

and:

An exhibition is difficult, what to choose, you can have photographs, you can have
texts, you can have lots of things, but the sleeves ..., the music is connected to the
milieu, the edition of the record, it is a representation of the music (José Antdnio
Correia dos Santos, 19" June 2014).*2
Some other interactive practices involving music sound were suggested by the curator,
such as: setting up a small discotheque where people could listen to the records after visiting
the exhibition; and organizing a cycle of popular music concerts. Nevertheless, these
proposals were not taken up by Oficina da Cultura as the human and logistical resources were

not available.

111.4. CONCLUSION

In this chapter, | reflected upon the practice of exhibiting popular music by analyzing
the exhibition A Magia do Vinil, a Masica que Mudou a Sociedade from two perspectives:
music studies and museum studies.

Three narrative layers were examined: written, visual and sonic, with the primary

emphasis on the written narrative.

From the museum studies point of view, | examined exhibitive choices and the
interactive practices allowed by the narratives. Exhibitive practices comprise the objects
selected for exhibition. The focus was mainly on material culture by exhibiting reproductions
of the record sleeves accompanied by a textual narrative. Other objects of material culture

were also on display, such as books and magazines, a few turntables, record players,

*! Tentdmos mostrar um bocadinho de tudo com as capas e por um bocadinho da musica e despertar o interesse
para isto (José Anténio Correia dos Santos, 19" June 2014).

2 Uma exposicéo é dificil o que é que se escolhe, uma pessoa pode ter fotografias, pode ter textos, pode ter
muita coisa, mas as capas..., @ musica esta ligada a cadeia, a edicdo do disco, & uma representacdo da musica
(José Anténio Correia dos Santos, 19" June 2014).

87



amplifiers, a gramophone, and electric guitars. Musical sound was displayed as background
music.

There are both advantages and disadvantages to exhibiting reproductions of the sleeves
instead of the sleeves themselves. While it actually led to this becoming a travelling
exhibition that could be put on in any venue, it challenges the belief that museum practice is

made of holding and exhibiting unique specimens so visitors can admire their authenticity.

In terms of the interactive practices allowed, the analysis of genre and register in text
panels raised several points worth recalling. The genres detected, namely exposition,
explanation, recount, and report do not allow a dialogic relationship with visitors contributing
to the museum's conventional role of explaining phenomena (Ravelli 2006). Meanings are
given rather then negotiated. Their interactional role is merely to ask visitors to acknowledge

and endorse the data provided, thus suggesting a commanding voice.

There is substantial evidence of lexical terms and compositions conveying the author's
personal appraisal. This produces a more spoken and intimate text. Nevertheless, text is
written in the third person thus hiding writer's subjectivity and assigning ultimate authority to
the contents. This positions the visitor to share the curator's opinion so that he/she is
predisposed to seeing the world from his perspective. The relationship inherently fostered is
that of expert and novice. Moreover, although the visual narrative through graphical
organization can be said to foster easy reading, the sentences were fundamentally declarative
and therefore conducted the visitor's understanding. Overall, written narrative is in line with

more conventional museum practice.

Emphasis must be placed on the explicit mention of terms like heritage, cultural
memory, knowledge, and social and cultural value of music which play an increasingly
important role in popular music historiography and legacy. This also testifies to an emerging

museum/heritage practice for popular music in Portugal.

From an etnomusicological point of view, the exhibition highlights what the curator
sees as the most representative musicians and albums of Anglo-American popular music
edited by vinyl records from 1955 to 1975.

My aim was to unveil the concepts underlying the discursive representation of popular
music by wall texts, as well as to somehow characterize how the curator perceives popular

music. As | mention previously in the Field analysis, lexical choices undeniably raise a
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hierarchy of values. This fosters a world made of an explicit distinction between “good” and
“bad” music, in other words, a binary opposition between my social group and yours. | would
not raise any questions here if the curator were to clearly show his voice by the use of the first
person, for instance. As this is not the case, there are two consequences of this course of
action: fostering and establishing a partial understanding of popular music through the
institutional voice of CMA thus reflecting the curator's personal and group identity; the visitor
is excluded rather than included. Ultimately, a visitor that does not share the curator's
understanding is automatically excluded and finds little motivation. This clearly points to a

more conventional museum practice made of visitor segmentation.

I think that visual narrative would have engaged visitors more effectively, as it is very
attractive and would therefore afford visitors a more interactive and meaningful experience.
On the other hand, sonic narrative was clearly secondary.

To close, | will attempt to characterize the exhibition's overall level of interactive
practice by calling upon the frameworks developed by Screven (1995) and Witcomb (2003)
(see the subsection 1.4.2. Analytical Concepts). To use Screven's terminology, Conventional is
the term | believe best describes the museum practice of the exhibition A Magia do Vinil, a
Musica que Mudou a Sociedade. In general terms this exhibition could be viewed as technical
(Ravelli 2006: 70).

89



90



CHAPTER IV - CONCLUSIONS

This study was designed with the aim of understanding the exhibition of popular
music in museums in Portugal at the begining of the 21% century, with a view to its

development.

Data collection involved surveying pop-rock music exhibitions as a qualitative
sampling of popular music exhibitions in Portugal from 2007 to 2013 (see Appendix H:
Exhibiting Popular Music in Museums and Other Cultural Institutions: A Survey). The
information was gathered from sites, blogs, and Internet news as sources, and also during the
interviews conducted. In the interest of rigor and exhaustiveness, numerous keyword
combinations were used for internet search and a number of cultural institutions were emailed
requesting information about their past programming. Nevertheless, | cannot guarantee that

the entire universe of popular music exhibitions is addressed in this survey.

Seven original exhibitions were mapped from which a few have had some other
venues, totalling thirteen events. Although museums dedicated exclusively to popular music
became part of the international scenario, Portugal offered only temporary exhibitions. Three
types of host institutions can be highlighted: the more prestigious museum sector; publicly

funded institutions like local city halls and galleries; and small private cultural institutions.

Two exhibitions were selected as case studies: No Tempo do Gira-Discos: Um
Percurso pela Industria Fonografica Portuguesa and A Magia do Vinil, a Musica que Mudou
a Sociedade. Two specific domains were observed: 1) popular music exhibitions as instances
of museum practice, which encompassed looking into the types of objects selected for
exhibition, the interactive museum practices fostered by the exhibitions, the concepts and
narratives used to address popular music discursively, as well as the interpretative practices
they allow; 2) the goals, motivations and perspectives of museum professionals and curators

of popular music exhibitions.

The study drew upon the perspectives of ethnomusicology and popular music studies
and museum studies. Two methodologies were used: discourse analysis tools for the in-depth
analysis of panel texts; semi-structured interviews with curators and museum professional to
further knowledge of not only the instantiation of the exhibition, but also the discourse of the

museum professional group.
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In building my final conclusions, I will attempt to set out the convergent data, as well
as consider divergence. Furthermore, | will sum up and interpret the results of the study, and

point up some of the issues for further discussion and practice.

MUSEUM STUDIES ISSUES

Although addressing popular music in museums is a contemporary practice , the two

exihibitions studied follow conventional museum practice:

. These two popular music exhibitions bear witness to the fact that the longstanding
practice of using physical objects for admiration seems to have been inherited. More
specifically, vinyl record sleeves play the core role of sound souvenirs (Bijsterveld and van
Dijck 2009), followed by objects of audio technologies. The practice is still to emphasize
sight over sound. Despite technological advances of media and sound, sound is timidly or
secondarily exhibited and passive listening practices encouraged.

. With regards interactional practices, especially through the written mode, a close
analysis of the two exhibitions' texts revealed different features. Nevertheless, they both
ended up showing mainly conventional and institutional voices. Whereas A Magia do Vinil, a
Musica que Mudou a Sociedade shows excessive use of subjective lexical choices that convey
evaluation, hierarchy and judgement values, and attributive relational processes that convey
an absolute reality, No Tempo do Gira-Discos: um Percurso pela Producdo Fonogréfica
Portuguesa shows excessive use of academic discourse that fosters distance from the visitor.
The emphasis is basically curatorial and institutional and does not give visitors the
opportunity to dialogically problematize the information. What is more, an agent is missing in
both texts due to the use of the third person and this is actually the strongest evidence of an
established and conventional practice. Texts in the third person do not reveal the writer's
voice so become very powerful and attuned to the authoritative relationships of the modernist
museum. All the same, choices such as non-dialogic narrative genres, typically deployed in

museums, also contribute significantly to making the reader take a compliant position.

Museum experience shows that the source texts are typically written in academic style
(Ravelli 1996: 373). While | obviously feel it is desirable to give academia the responsibility
of producing exhibition contents, it is important to resist the temptation to remain in academic
style, and shift to the inclusive and interactive language required in museum contemporary

practice. For now, | draw particular attention to the need to actively work on making
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academic texts more communicative for museum purposes: if it is not possible to have a
professional who supervises a specific scientific domain as well as with the specific writing
skills for exhibitions, a team must be envisaged that has expertise in both.

Throughout her publications, Ravelli makes recommendations for successful texts in
line with the contemporary museum studies, notably that of avoiding grammatical features
more suited to a continuous reading mode like books. It follows that exhibition texts can
never achieve a communicative goal if they presume the reader has a high level of knowledge.
Moreover, as visitors stand when they are reading in an exhibition, it is impossible to follow

the text attentively.

. As to the panels' design, that of A Magia do Vinil, a Misica que Mudou a Sociedade
seems to me to be far more interactive than that of No Tempo do Gira-Discos: um Percurso
pela Producao Fonogréfica Portuguesa. Despite the density of the large introductory panel of
A Magia do Vinil, a Musica que Mudou a Sociedade, the panel is visually organized by
headings and topic sentences. On the other hand, the panels of No Tempo do Gira-Discos: um
Percurso pela Producdo Fonogréafica Portuguesa have very extensive and condensed texts;
each strives to get multiple points across without using the linguistic or visual pointers/signals

that would help visitors quickly scan texts for what interests them.

Still with respect to the visual interaction, mention must be made of the power of
record sleeves as 'mnemonic devices' (Bijsterveld and Dijck 2009). | believe they are truly
interactive with visitors as they call on aspects of different person's background. Forbes
(2014) remarks that: [...] the power and potency of popular music is such that it is able to
stimulate and maintain memories of an idealised past, most notably through engagement with
recorded media (Forbes 2014: 143). They have a remarkable ability to trigger personal
memories that serve as aids for collective memory. Contrary to the objects displayed in most
history museums, record sleeves are still 'recent’ sound souvenirs (Bijsterveld and Dijck 2009)
with which the majority of visitors have an emotional bond: as they help us manage the past,
their potential for interaction becomes truly meaningful (Leonard and Knifton 2014).
Ultimately, they acquire collective significance by working as an outsource for an individual's
physical memory thus connecting him/her to larger social circles, such as social groups,

family and community. This means new cultural uses for sleeves.

. Continuing with interactive practices, | truly believe musical sound is in fact at the

heart of museum resources for interaction, especially if music is the focus of the exhibition.



Nevertheless, its use in exhibitions has been severely limited due to a certain resistance or

even unawareness of new technological achievements and above all financial constraints.

No Tempo do Gira-Discos: um Percurso pela Producdo Fonogréafica Portuguesa
made more explicit use of musical sound than A Magia do Vinil, a Mdsica que Mudou a
Sociedade. On the other hand, music can only be heard upon request at No Tempo do Gira-
Discos: um Percurso pela Producdo Fonogréafica Portuguesa, so the overall path for visitors
was ultimately non-musical. Conversely, music was played over loudspeakers all the time at A
Magia do Vinil, a Mdsica que Mudou a Sociedade, but visitors were not informed of what
was being played. Furthermore, a 24 hour musical selection was specifically recorded to be
played in the exhibition gallery during opening hours: it follows that the themes were heard
randomly and hence the curator gave no particular significance to music as an interactive
museum resource. In conclusion, case study research shows that popular music is exhibited

mainly through its materialities.

As for popular music as heritage, No Tempo do Gira-Discos: um Percurso pela
Producdo Fonografica Portuguesa made no explicit mention of terms implying a heritage
approach. Nevertheless, the fact that popular music went on display at Museu da Musica, a
museum under the Directorate-General for Cultural Heritage (Direcdo Geral do Patriménio
Cultural), is sufficient to ascribe the concept to it. Furthermore, the exhibition has the
expertise of INET-MD (Instituto de Etnomusicologia, Musica e Danc¢a) and data gathered for
the Enciclopédia da Musica em Portugal no Século xx. On the other hand, A Magia do Vinil,
a Musica que Mudou a Sociedade does mention terms such as 'heritage’, ‘cultural memory'
and the like. Drawing on Stanbridge's research®®, I believe the term popular music will
increasingly acquire significance in daily speech as heritage, deemed to be of authentic
historical and cultural value. The way popular music is being rearticulated has significant
ramifications for the meaning it is given. Moreover, Cohen et al. (2014) stress the
multidimensionality of popular music, thus drawing our attention to its potential as an

144

affective, material, 'social™, symbolic, or performative heritage site. | also wish to emphasize

43 Stanbridge's current interdisciplinary research project focuses on the manner in which a variety of discourses
have shaped contemporary understandings of musical meaning and cultural value. These discourses have tended
to become codified and naturalized, and have had a profound influence on the production, circulation, regulation,
and reception of various forms of music. Drawing on a diverse range of musical examples from the early 20"
Century to the present day, Stanbridge's research explores the shifting value judgments that have served to
circumscribe cultural artifacts, tracing the historical origins and contemporary trajectories of these evaluative
discourses.

“ my addition.
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the creation of exploitable pasts. All the buzz around museums is due to our need for the past.
We all need past; the past fuels the present. This conjunction clearly shows that increasing

critical reflection must be given to the heritagisation of popular music.

Turing to the quantity of popular music exhibitions organized in Portugal, the data
gathered reveal that it is an emergent practice. It may be that this evolving practice results
from the fact that the distinctions between low and high culture are increasingly unsustainable
in the current post-modern context. Furthermore, aspects of both cultures frequently merge,
just discourses on popular culture often draw on high art discourses.

Finally, 1 would like to share my thoughts on the interests and agendas underlying the
museum practice described above. What | think is primarily at stake in this rather
dissatisfactory course of action is an obvious lack of budget or income that has led to the
steady decline of state cultural practices in Portugal. Concomitantly, | also know from my
own professional experience, that the curator has long been understood as the chief voice in
an exhibition project. As a matter of fact, some curators lack the specialized knowledge when
selecting modes for exhibiting their stories. This follows the practice where museum
professionals are ascribed background voices which, when combined with the lack of
financial resources, results in truly authorial projects. Contrary to this conventional course of
action, my emphasis is placed on the need for a consistent and multidisciplinary team from
the outset. On the other hand, museum studies have been developed as an insightful and
consistent academic domain that offers a wide range of diplomas, master and PhD programs.
Simplistically, since the Renaissance, museums have been developed as a complex and multi-

layered symbol of Western societies. Much more should be expected from them.

ETHNOMUSICOLOGICAL AND POPULAR MUSIC STUDIES ISSUES

What are the ideas on popular music that are enabled by museum practice? What are
their implications for the public understanding of popular music? This is another critical point

of my research, for which I drew on Ethnomusicology and Popular Music Studies.

My attempt to tackle this problem was also based on data revealed by this research,
namely the examination of the two above-mentioned exhibitions. Contrary to the museum
studies analysis that revealed both exhibitions as having a similar conventional practice, there
are fundamental aspects from the ethnomusicological perspective in which they contrast

sharply. In my opinion, this is largely the result of the different backgrounds of the curators:
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although both are music lovers, the curator of Magia do Vinil, a Musica que Mudou a
Sociedade is a record collector and specialist, while one of the curators of No Tempo do Gira-
Discos: Um Percurso pela Producdo Fonografica Portuguesa is an academic. Furthermore,
observing the two exhibitions side by side provides an insightful contrast for the study herein.
Indeed, it is evident from the table of the exhibitions surveyed (see appendix H) that only the
curator of No Tempo do Gira-Discos: Um Percurso pela Producdo Fonografica Portuguesa
has an academic background. Moreover, the Magia do Vinil, a Musica que Mudou a
Sociedade exhibition is the case study that best conveys the current practice of exhibiting

Popular Music in Portugal.

Interestingly, from the thematic point of view the two exhibitions have some
similarities: they highlight and acknowledge the diversity and amount of popular music and
musicians published on vinyl records mainly in the 1960s and 1970s, which both curators see
as a groundbreaking creative era in Western cultural life. Furthermore, in their own way, the
curators of each exhibition wanted to unveil the close relationships between popular music
and vinyl records or the music industry, as can be readily seen from the exhibition titles.
Nevertheless, these are quite superficial points of contact as each exhibition then pursues its
own path: No Tempo do Gira-Discos: Um Percurso pela Producdo Fonogréafica Portuguesa
focuses particularly on popular music published in Portugal, using historical and musical
genres narrative, and attempts to draw the visitors' attention to what is musicologically
outstanding from the curators' point of view. While A Magia do Vinil, a Misica que Mudou a
Sociedade also encompasses French, Brazilian and Portuguese music, the main focus is on
Anglo-American popular music, using the most important landmarks as the narrative, 'genial’
in the words of the curator, and drawing our attention to what the curator considers to be the

best musicians and records, though I never fully grasped the selection criteria.

Turning to the conceptual world underlying the curators' understanding of popular
music in the two exhibitions, | found both convergent and divergent data. The curators of the
two exhibitions used a 'collection' concept to structure the exhibition and this suggests their
museological approach was instinctively conventional. Museums are traditionally thought of
primarily in terms of the collections they house, and the objects on display are seen as the end
point of interpretation. Accordingly, the above-mentioned exhibitions all emerged not exactly
from a policy guideline or endeavour that encouraged museums to reflect the practice of

popular music or to heritagise it, but as a confluence of circumstances of which the prior
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existence of a record collection is certainly the most determinant. There is a great temptation
to use records to represent the materiality of musical sound. It follows that popular music
representation within museums and cultural institutions is in some way a matter of
circumstance. Similarly, there is also evidence of the well-known concept of art, particularly
in A Magia do Vinil, a Musica que Mudou a Sociedade, where the city councillors explicitly
mention the artistic value of the sleeves at the end of the introductory text . In the same way,
No Tempo do Gira-Discos: Um Percurso pela Producdo Fonografica Portuguesa, made an
aesthetic interpretation of the sleeves through guided tours.

An historic rationale has also been assumed in both exhibitions. Nevertheless,
ethnographic interviews revealed that the processes of historical categorization in No Tempo
do Gira-Discos: Um Percurso pela Producdo Fonogréfica Portuguesa were explored much
more than in A Magia do Vinil, a Musica que Mudou a Sociedade. Indeed, although a
sequential narrative was followed in No Tempo do Gira-Discos: Um Percurso pela Producao
Fonografica Portuguesa, the curators drew up a clear framework of genres supported by
different musical practices. A Magia do Vinil, a Musica que Mudou a Sociedade on the other
hand is based on a more conventional process of the everyday historical categorization by
specifically hierarchizing the most important music and musicians according to mixed criteria
such as 'the most creative' and ‘commercial tops'.

My discursive analysis of the written narrative, A Magia do Vinil, a Musica que
Mudou a Sociedade suggests a hierarchized world where music is divided between “good”
and “bad” music. Ultimately, this encodes a mismatch between my social group and that of
others; in other words, the ideology of binary opposition where meanings are generated
through a contrast between positive and negative (Hartley 2011; Mikula 2008). In addition,
very frequent aesthetic evaluations typically result from an attempt to ascribe popular music
with the same significance as art music, as corroborated by the interviews. The interview with
the curators of No Tempo do Gira-Discos: Um Percurso pela Producdo Fonogréafica
Portuguesa, on the other hand, pointed to a mental configuration where industry actors, such
as decision makers and gatekeepers, are indeed what govern popular music. This implies that
the visitors' romantic conception of the musician is to some extent dismantled.

Following this characterization, I would like to reflect on the implications the above-
mentioned conceptual worlds for the public understanding of popular music. As an
ethnomusicologist, it is very clear to me that the No Tempo do Gira-Discos: Um Percurso
pela Producdo Fonogréfica Portuguesa exhibition is conceptually far more interesting and

noteworthy for its findings and knowledge about popular music. Unfortunately, from what |
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gleaned in my analysis of the texts, | do not believe visitors did in fact grasp its perspective.
The range of musicians and records addressed is beyond the general knowledge about popular
music. On the other hand, visitors' interpretation of A Magia do Vinil, a Musica que Mudou a
Sociedade might have been more successful because both the selection of records and the
underlying approach are in keeping with their musical interests. We have always been taught
history through super stars so we immediately recognize this discursive practice when

exposed to it. It is as if what we are not used to hearing about does not actually exist.

It is clear to me that the complexity of balancing interpretive priorities must be wisely
managed if we are to exhibit effectively. Nevertheless, taking into account that popular music
as a cultural and urban practice must be understood in its specific intersection of cultural,
social, technological, emotional and aesthetic environments (Schuker 2001; Tschmuk 2006),
it becomes evident that critical thought can only be brought to the public through very
observant curatorial and technical work. Theoretical issues and debates on contemporary
popular music abound (Strinati, 2004 [1995]). Toynbee identifies two divergent
understandings of popular music: one working as identity, representation and the resistance of
excluded groups from status quo, like gays, black people, youth cultures and women; and
another embodying the mainstream and the certainty of belonging as it represents everyone
(Toynbee 2000: xix). Meanwhile, Hesmonndhalgh (2013) characterizes the aesthetic and
emotional experience as fundamental to add value to human wellbeing. He uses this to stress
the importance of music practices across four domains: individual self, in our intimate
relations with others, in experiences of sociability and community, and in experiences of
solidarity, commonality and publicness. Moreover, Turino (2008) points to the importance of
music particiption and exprience for personal and social integration, ultimately what amkes as
a whole. The pleasure of popular music as text that is in some way beautiful, meaningful,
gratifying, exciting or moving and which carries cultural capital is also often mentioned
(Schuker 2001: 12). In addition, technologies are essential to the production and consumption
process and are today an unprecedented means of providing remembrance (Bijsterveld and
van Dijck 2009).

Although popular music is a very recent museum theme, the museum practices of its
predecessors shaped its exhibitive features from the outset. The assumption of exhibitions
about the life and work of superstars is that this is what the music is all about. Our job is to

dismiss archetypal myths about music in general. Our goal is also to challenge the commonly
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held views about popular music in light of what Ethnomusicology and Popular Music Studies
have taught us.

During the course of this thesis, | have pondered on these issues and what they mean
in the Portuguese scenario. | believe a critical history of popular music would address
questions of canon, emotion, performance, production, reception, social context, symbolic,
text, and value.

On one hand, Ethnomusicology and Popular Music Studies have been producing
fascinating and insightful ideas about popular music that are impatiently waiting to be told to
the general public. On the other museum studies are pushing museums to adapt to a plural
public, to their interests and emotional ability to broaden their knowledge. I cannot imagine a
better partnership than these three academic domains to achieve successful and innovative
approaches to exhibiting popular music.
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INTERVIEWS

Luis Futre (record collector and curator) — November 25, 2013, Montijo.

Soénia Oliveira (museum manager) — January 27, 2014, Oporto.

Salvador Massada (record collector) — January 27, 2014, Oporto.

Anita Brito (cultural manager)— February 3, 2014, Montijo.

Jodo Carlos Callixto (record collector and curator) — February 18, 2014, Lisbon.
Maria Helena Trindade (museum director) — March 28, 2014, Lisbon

Nick Suave (musician and cultural manager)— April 2, 2014, Barreiro.

Henrigue Amaro (record collector)— May 8, 2014, Lisbon.

Afonso Cortez-Pinto (co-curator) — June 18, 2014, Lisbon.

José Anténio Correia Santos (record collector and curator)— June 19, 2014, Almada.
Vera Marmelo (curator)— June 25, 2014, Lisbon.

Pedro Gomes (curator) — June 26, 2014, Lisbon.

Rui Nunes (cultural manager) — July 1, 2014, Lisbon and November 11, 2014
Antonio Tilly (curator) - November 13, 2014, Lisbon

Nuno Caeiro (cultural manager) - November 17, 2014, Costa da Caparica, Almada

SKYPE INTERVIEWS
Victor Torpedo (painter, musician and collector) — June 25, 2014 (From Lisbon to Coimbra)
CALL INTERVIEWS/ CONVERSATIONS

Marta Almeida (museum manager) — January 31, 2014 (From Lisbon to Fundacdo Serralves,
OPorto)

Monica Duarte (cultural manager) — June 18, 2014 (From Lisbon to Camara Municipal do

Barreiro)

Maria Helena Trindade (museum director) - November 12, 2014 (From Lisbon to mobile

phone)

109



110



APPENDIX A

GENRES PUROPOSE AND STRUCTURE

Section partially extracted from the book:

FERGUSON, Linda, Carolyn MacLulich and Louise Ravelli. 1995). Meaning and Messages,

language guidelines for museum exhibitions

Principle features of the most common genres in museums wall texts. According to the
authors, these are examples, not to be rigorously followed, but instead to be read and

compared. The aim is to see how the purpose and structure of each is different.

REPORT GENRE

The function of report genre is to describe the way things are. Report genres can be used to

describe a whole range of natural, cultural and social phenomena.
It has two distinct sections:

1. It begins with a general classification. (Sometimes, a technical classification can be
included here).
2. The object/ article is described. This can include descriptions of parts and their functions,

qualities, habits or behaviours, and uses.
The report genre uses the following language features:
. It is written using simple present tense (unless the participant is extinct).
. There are no temporal sequences.
. The clauses use ‘being’ and ‘having’ processes.

. The participants in report genres are generic (groups of things, rather than individuals).

EXPLANATION GENRE

The function of the explanation genre is to explain processes, or why things are as they are.

The explanation genre has two sections:
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1. It begins with a general statement to position the reader.

2. This is followed by a sequenced explanation. It tells the steps or processes involved in why

or how something occurs.
The explanation genre uses the following language features:
. It is written using simple present tense.
. Clauses are linked by either temporal or causal conjunctives.
. The processes are mainly action processes.

. The participants are usually generic and non-human.

RECOUNT GENRE

The function of the recount genre is to retell events for the purpose of informing or

entertaining.
The recount genre is generally arranged into three sections:

1. It begins with a short orientation to position the reader.
2. The events are listed, usually in temporal sequence.

3. The recount genre may finish with a re-orientation.
The recount genre uses the following language features:
. It is written in the past tense.

. Events are arranged in a temporal sequence.

. Most of the clauses involve action processes.

. Usually, the participants in recount genres are individuals rather than groups of participants.

PROCEDURE GENRE

The function of the procedure genre is to describe how something is accomplished through a

sequence of actions or steps.
The procedure genre has two distinct sections:

1. It begins by describing the goal.
2. This is followed by a series of steps oriented to achieving that goal.
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The procedure genre uses the following language features:

. It is written using imperatives or simple past tense.

. Events are arranged in a temporal sequence, often linked by temporal conjunctions.
. Most of the clauses involve action processes.

. The participants are generalised human agents.

EXPOSITION GENRE
The function of the exposition genre is to put forward a point of view or argument.
It has three distinct sections:

1. It begins by putting forward the writer’s point of view and previewing the arguments that
will be used.

2. The points of the argument are listed and then elaborated on, usually in logical sequence.

3. The exposition genre may finish with a reiteration of the original point of view.

The exposition genre uses the following language features:
. It is written using simple present tense.

. The clauses use a variety of processes types, such as ‘doing’, ‘being’ and ‘having’

processes.
. The clauses are linked using logical sequencing, rather than temporal sequencing.

. The participants are generic human and non-human participants.

DISCUSSION GENRE

The function of the discussion genre is to present information about and arguments for both
sides of a topical issue, concluding with a recommendation based on the weight of evidence.
Museum texts may not necessarily make such a recommendation, leaving to make up their

own minds.
The discussion genre has three sections:

1. It begins with a general statement to position the reader, and a preview or what will be

covered.
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2. The arguments for and against are listed and then elaborated on, or, if the discussion is
very complex, statements of various viewpoints are listed.
3. The discussion genre concludes with a summary of the arguments and a recommendation

on a course of action.
The discussion genre uses the following language features:
. It is written using simple present tense.

. The clauses use a variety of processes types, such as ‘doing’, ‘being’ and ‘having’

processes.
. The clauses are linked using logical sequencing.

. The participants are generic human and non-human participants.
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APPENDIX B

WALL TEXTS AND TEXT ANALYSIS OF THE EXHIBITION NO TEMPO DO GIRA-
DISCOS: UM PERCURSO PELA PRODUGAO FONOGRAFICA PORTUGUESA

Analytical legend:

PROCESSES | VERBS

(xx) — sentence number

1. Antes de 1960

Depois das partituras, (1)fCramBosHionogramasioue ajudaram ENGISSEMINAGAONtANMUSICS.
(2)Até & década de 1940, muitas das gravagSes eram de msica de pegas de teatro musical,
fadONENMESICANeIlditd  (3)[as gravacdes] foram efectuadas [OENEMPIESASHEStiaNOeIras.
(4)Com a fundagdo da Emissora Nacional (1935), criou-se uma grande estrutura de produgéo
MUSIEal (5)[Emissora Nacional] constituida FORGUPOSIOIGUESITAISIMACSHOSHCOMposSItorese
intérpretes. (6)Como a "mUsica viva" era preferida & musica gravada e era preciso diversificar
para agradar aos diversos pliblicos, (7)formou-se o Centro de Preparacéo de Artistas de Radio
(1947), (8)onde os cantores aprendiam as técnicas para interpretar cangdes em palco ou para
OFAVEGAE. No sistema de producdo da Radio, (9)[No sistema de producéo da réadio] GHGEISE
separava 0 trabalho de composigéo, orquestragdo e interpretagdo, (10)a “cangdo ligeira”
tornou-se 0 género mais popular. (11)Os espectculos de variedades - como o "Serdo para
Trabalhadores™ e os "Festivais da Cangao” - tornaram-se eventos usais e periodicos. De entre
os cantores da década de 1950, (12)@NEXposicad mostra fONOOAMEASHUCHCINCONOSHMaIS
populares: Alberto Ribeiro (1920-2000), Artur Ribeiro (1923-1988), Francisco José
(1924-1988), Rui de Mascarenhas (1929-1987) e Maria de Lourdes Resende (1927).
(13) MititoNFPorERTEMNANGRAVACED cra Glatompanhamentomusical, (14)[o acompanhamento
musical] Fillifasidasivezes desempenhado PORIOrGuUestas] (15)VarOSIMUSICos se destacaram
nos arranjos e orquestracdo, Fernando de Carvalho (1913-1967), Tavares Belo (1911-
1993) ou'Jodo Nobrre(1926:2002); No final da década, (16)UiMa hova geracao de cantores
ajudou & modernizagéo da "cancao ligeira” aproximando-a dos estilos internacionais: Simone
deroliveira Antonio Calvario, Madalenatiglésias e ATl Garcia. At finais da década de

1960, e a par do fado e da mUsica dos Ranchos Folcléricos, (17)@kcancaonigeitay. produzida

115



RENERMISSORAMINGGIONAI (18)[a cancdo ligeira] Bl oriunda HENPECASNUGNTEANONIVINSIAl
(EREVISTENGUNOREIEENI (19)(a cancéo ligeira] predominou FEIGHICAONIISEOGRARiEH. (20)A
EerGentemUSICAPOREIRGEKIEMErICand nzo estava praticamente AVEHOAGHIPORUGA-

1.1. NOBREGA E SOUSA

1913-2001

(1)[E] Um dos mais prolificos compositores da msica ligeira desde a década de 1940, (2)a
sua obra ¢ constituida por cancdes que abrangem varios estilos musicais, (3)destacando-se
pelo sucesso medidtico Sol de Inverno (1965), interpretada por Simone de Oliveira, Onde
Vais Rio Que Eu Canto (1970), por Sérgio Borges, e Sobe, Sobe, Baldo Sobe (1979), por
Manuela Bravo, (4)com as quais venceu o Festival RTP da Cangéo (FRTPC).

(5)Foi aluno de Tomés Borba, Luis de Freitas Branco e Viana da Mota no Conservatério
INECIGHEl, (6)0REE foz GICUSOISUPEROMAEIPIENG] Na década de 1930, (7)[Ndbrega e Sousa]
comegou a ser solicitado EOMOIPIaNIStaCICOMPOSIONPOaIGUMASIdASIDHIMGITas GMISSOrasIdd
Fadig, (8)[Nobrega e Sousa] acompanhando GallloresicomoluiSPicarraiotVariadacracal
Na década de 1940 (9)[Nobrega e Sousa] foi EAUICIIUCIVATIOSIDIOOIAMASHadiofonICoSna
EMISSORAINEGIGREN (10)[Nobrega e Sousa] assumindojihilfcloutiasiactividadesnaiseleccaoide
AISEESNEINEPEONe] funcoes em que (11)[Nobrega e Sousa] colaborou EOHINVarIES
PEISGRANGANES, cntre elas (12)[Nobrega e Sousa colaborou com] JEFGRIMOMBIAGANGE.
(18)[Jer6nimo Braganca ¢] AlifOHGAIMAIONaUasIetasIdasSUASIoANGoes]

(14)[Ndbrega e Sousa] Recebeu em 1962 e em 1963 GHOSCaArIdanimprensa Pararonmelnor
GOMpOSIoMUEIMUSICANIGRIFE. (15)[Nobrega e Sousa] Compos [iliffierosimusicaiSIaraNevistas
oNParGUENVa e misSicaNparalcinema. Enquanto compositor, (16)0NSEUNPEICUsg foi
configurado PElANfadIONICattoNdeNeVISIaNEIERTPC, (17)CUjaSIexigencias enformaram EiSUa
produicao e estilormusical. (18)ASISUas Composicoes caracterizam-se pelaldiversidadena
abordagem melédica, pelo rigor e imaginagao das solugdes harménicas e pela sua articulagao
com o ritmo na concepgéo do acompanhamento, (19)em que adoptou um leque diversificado
de estilos e tipologias ritmicas (valsa, tango, swing).

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco

(Circulo de Leitores / Casa das Letras)
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2. Da Radio ao Disco (1960-1969)

Na década de 1960, (1)uma nova geragéo de misicos compositores e orquestradores, como
Jorge Machado (1927-2006), Thilo Krasmann (1933-2004) ou Jorge Costa Pinto (1932),
adoptou (GSIROVOSIEStIIOSIEMIVOgANONazzieNaNmusIcalpopainternacional. Progressivamente,
(2)a “cancdo ligeira” francesa e italiana foi chegando a0 Pais. (3)O Festival da Cancéo
Portuguesa (1958) deu lugar ao Festival da Cangéo da RTP (1964). (4)Também Joaquim
Luis Gomes (1914) e Shegundo Galarza (1924-2003), ja activos na década anterior,
souberam actualizar-. e (5)[Joaquim Luis Gomes e Shegundo Galarza] ajudaram a mudar |
"cancéo ligeira". (6)De entre os cantores, tiveram um papel importante Simone de Oliveira
(1938), Madalena Iglésias (1939), Paula Ribas (1934), Anténio Calvario (1938), Artur
Garcia (1937), Tony de Matos (1924-1989) ou Jodo Maria Tudella (1929) - (7)de todos se
mostram fonogramas na exposicao. (8)Quanto a autores de letra e compositores, foram varios
0s que se destacaram, entre eles, Antonio José (1929-2003), Eduardo Damas (1921-2005) e
Manuel Paido (1926-2005), Carlos Canelhas (1927) e Nobrega e Sousa (1913-2001).

2.1. THILO KRASMANN
1933-2004

(1)[Thilo Krasmann foi] Difector delorquestra) orquestrador, arranjador, Compositor e multi:
instrumentista, (2)os seus arranjos e orquestrag3es, a par das vrias funcdes que desempenhou
na inddstria discogréfica e na televisdo, foram decisivos para o desenvolvimento da msica
ligeira em Portugal nas Gltimas quatro décadas do séc. XX.
(3)[Thilo Krasman ¢] [FillGIdEIpaISIpIaniStas, (4)[Thilo Krasmann] estudou AGOKUGAONCIPIANG
HaAIERaNRENORUEIRNESEEl. Em 1957 (5)[Thilo Krasmann] fixa-se ERIBISO0COMONPIOIESsoN
BENMIESIEE < pouco depois (6)[Thilo Krasmann] integra GICORjUNONIGIOGHIMIARINS, (7)[Thilo
Krasmann] deixando o ensino para se dedicar em exclusivo & prética como instrumentista e
Aifanjador Em 1962 (8)[Thilo Krasmann] cria GHSCUNPIOPIIONCONjUNONTNIIOSHCOMBO)
(9)CORMGNGUEI [77ilo’s Combo] constituiu UiEpertoriondeiestilosidiversos. (10)ANafiRidade
a0 jazz e & bossa nova foram determinantes na configuragao do estilo das suas orquestragges.
A partir de 1969, com o fim do Thilo's Combo, (11)[Thilo Krasmann] passa a dirigir [iifid
PegiEHaG IS alne o aramantelcVISIVORZIDRZIP! (12)[Thilo Krasmann] iniciando ESSIM
uma carreira como director musical, quer em programas de televisdo, quer na produgéo
discogréfica.

(3)[Thilo Krasmann] Foi GORSUIIOMNCRPIOGUIONNGCIVATIOSHPIOoraMasIICIeVISIVeS, como
(14)Nicolau no Pais das Maravilhas (1975), onde se destacou a mésica da rabula Sr. Feliz e
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Sr. Contente. (L5)Estas colaboragdes marcaram o inicio de um longo periodo de actividade na
[CIBVISED) (16)EMIGHE [Thilo Krasman] desempenhou VafiasHuNGoes!

(17)Thilo Krasmann foi um dos orquestradores de maior sucesso do Festival RTP da Canggo,
ao vencer seis edicBes entre 1976 e 1997. (18)A Casa da Imprensa distinguiu-o em 1970 pelo
seu contributo para a valorizagdo da musica portuguesa.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacéo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

2.2. SIMONE DE OLIVEIRA

1938

(1)[E] CARtErANENaEHIZ, (2)[Simone de Oliveira] ¢ [ifiaNdasHmalSHdestacadasinterpretesnae
SicaNiGeiraNaNpartimaNtEcaaaNEeNEos0, (3)[Simone de Oliveira] tendo obtido (idHGE
projeccéo através da radio, da televisio e da edigéo fonogréfica.

(4)[Simone de Oliveira foi] Admitida FONCERONIENPIEPAraCaONIENATTIStASHUENRAdIONdE
EfmisSoraNNaCionalemiaosi. (5)[Simone de Oliveira] inicia EiDaItIMOENENIAONINMPECUIST
musical de grande projeccdo mediética. (6)Grande parte desse sucesso deve-se a participagao
em diversos festivais nacionais e internacionais, como (7)o Festival RTP da Cangéo, que
venceu em 1965, com Sol de Inverno, e em 1969, com Desfolhada Portuguesa, dois dos seus
maiores éxitos.

A partir de 1962 (8)[Simone de Oliveira] desenvolve [EDEMNAISUANCAITCIIaNNONcationde
revista, teatro musical e teatro declamado, no cinema e na televisdo. Entre 1969 e 1972
(9)[Simone de Oliveira] trabalha EoRIONAPIEsENtadOraNIOCUTOraNENprOdUTOraNdENTadIoNe
JORREIISE. Nas décadas de 1980 e 1990, (10)[Simone de Oliveira] ¢ [ADEMIAPIESeNtatOraIte
televisao.

(11)[Simone de Oliveira] Foi distinguida, EfifeloutiosNpelaiCasadaNMprensalIo02NIo0a)ie
com o Grande Oficialato da Ordem do Infante D. Henrique (1997).

(12)/SE8NI968 [Simone de Oliveira] interpretou CAlGOESHEICOMPOSItOTESMAUTOTESHUERICTIaNe
orquestradores ligados ao teatro de revista, & Emissora Nacional e aos primeiros Festivais
RTPIGANCERCAT. De entio para c4, (13)CNSEUNFEPERIONIO passou a integrar [EDEMMEtAsIOe

(14)0 seu estilo caracteriza-se por uma dicgdo clara, pelo uso do rubato e de mudangas de
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Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

3. Da Réadio ao Disco (1970-1980)

(1)Algumas cancdes que desde 1966 venceram o Festival RTP da Cancéo, como (2)Ele e Ela,
VErEoNGUNDESTOINaEa] apontavam ja PafaNUmaNmUdancandosIestIOSIMUSICAIS! (3)[Novos
criadores] Inspirados pela musica ligeira italiana e francesa, pela bossa-nova e pelo jazz e
pop-rock anglo-americano, (4)sdo protagonistas dessa mudanca novos criadores, como o
poeta José Carlos Ary dos Santos (1936-1984) e os compositores Nuno Nazareth
Fernandes (1942), Carlos Mendes (1947), Fernando Tordo (1948) e Paulo de Carvalho
(@947)] (5)EStESHrEsNltimos [sa0] igUAIMERtENNIEIPIEtes! (6)Notabilizaram-se também Paco
BARGEIES (945)NToRICHaNIS46)ENCaFIGSNEENCARRONES80)| (7)HlE [Carlos do Carmo]
Vindo'do tiniverso fadista marcou fortemente Alcancao ligeira’deentao. (s)JoséiCalvaria

(1951) e Pedro Os6rio (1939) tornaram-se arranjadores, orquestradores e maestros muito

activos. (9)Fernando Correia Martins (1936) e Mike Sergeant (1945), por sua vez,
destacaram-se GOMONOIUESHAdOresnemnStrumentistas. Apos o 25 de Abril, (10)@lEcanca0
liGEIFAE deixou praticamente de se ouvir [iEIadiONERNaNtelevisa0, (11)[cancdo ligeira]
reaparecendo em pleno ipAMINUEMOZNCOMINIarCONPAUIONIO4B)! (12)TambemiosIGEmini
(1976-1979), criados & imagem dos Abba por Tozé Brito (1951) e Mike Sergeant, trouxeram
O'pop acancao ligeird. (13)TOZEIBHitS destacou-se ainda EOMOCOMPOSItor e autor deletras;a
par de Joaquim Pessoa (1948), da dupla Jodo Henrigue (1950-2006) e Fernando Guerra
(1948) e de Nuno Gomes dos Santos (1947).

3.1. FERNANDO TORDO
1948

(1)[E] CaRtORICOMpOsitoNEIaUIRUENEtas. (2)[Fernando Tordo] Comegou a aprender ViGIaie
AICARTANaoSIIZIaNeS)  (3)[Fernando Tordo] veio a integrar GlGIUPOIDEIIONSIA0SHEG. No final
de 1966, (4)[Fernando Tordo] substituiu CaHlGSIVENUESICOmoNOcaliStaprinCIpalicIcguitartas
FEMOMINOSISHBIKS! A partir de 1968, (5)[Fernando Tordo] desenvolveu [ifiaicolaboracaoIcom
AFYANGGSNSARIGS, (6)[colaboracdo] MaNGUAl resultaram PEFONIGNA00NCOMPOSICOESINENIE
cancdes, musica de cena e misica para cinema.
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(7)A sua participagdo em sete edicdes do Festival RTP da Cancéo foi determinante para a sua
GaffeiralaisoloicomoNcantornelcompositor, (8)[-ernando Tordo] tendo vencido ASIEHIGOESIOE
1973, com Tourada (uma cancdo que se tornou emblemética da oposicdo ao regime
ditatorial), e de 1977, com Portugal no Coraggo, interpretada pelo grupo Os Amigos.

Na década de 1970 (9)[Fernando Tordo] colaborou CORINONAItaNjadOMCanatianoNDennis
Farnon e com Luis Villas-Boas no seu primeiro album, Tocata (1973). (10)Durante este
periodo destaca-se a fundagéo da cooperativa discografica Toma Lé Disco (1975), (11)para a
Gl gravou VaFiGSoROGRamES.

(12)A morte de Ary dos Santos, em 1984, marcou uma nova etapa na sua carreira,
(13)seguindo-se uma diminuicio GalISHaNacHVIGaEE, (14)[diminuicdo da actividade 6]
consequéncia de um menor interesse das editoras pelas suas composigdes.

Em meados da década de 1980 (15)[Fernando Tordo] grava [iticiclonenaosaerAaninans
Canto (1986), em colaboragdo com o compositor e orquestrador Francois Rauber (que antes
trabalhara com Jacques Brel), (16)tendo estes discos sido galardoados com o prémio «Se7e
BOUEN De 1995 até ao final do século (17)CSISEUSRIONOOrAMAasIUeIOriginals sio, fHaNsta
totalidade, edicdes de autor.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

3.2. PAULO DE CARVALHO
1947

(1)[] CaRoRIEORPOSIOREIENIGREENEHES, (2)[Paulo de Carvalho] foi [iifildESINOEGORISES
da mésica popular portuguesa das Gltimas décadas. (3)Nas suas cangdes confluem vérios
estilos musicais com impacto em universos como o fado, a mdsica ligeira e o pop-rock.
(4)[Paulo de Carvalho] Iniciou GISCUNPEICUISONMUSICAINCIILIOSINOSIShGIkS, (5)[Sheiks] fiB
Gal tocou BAIEHA, (6)[Sheiks no qual] compds (7)[Sheiks no qual] e cantou, (8)[Paulo de
Carvalho] destacando-se [IEIGNMpIOVISacaONOCAlCIDEIONECUISONaoNalsete) (9)[improvisacio
vocal e falsete] Gli§ viriam a ser fundamentais [iGISEUICSHIIONNLEIPretativO CIcOMmpoSICIOnal.
Apos deixar os Sheiks, em 1968, (10)[Paulo de Carvalho] integrou SEERIIOISICOMBDOICIVATION

Projectos experimentais. mas (11)a'SlialCarreird so registou [im Salto'significativo na décad

(12)PaUIGdEICAIVAIRG venceria ESiEICrtaME 6 1974 Com EdepoiS do/ateus. (13) [E depois
do Adeus] [EREIGHE serviu HESEHRAINAIEVOIICAGI0E25IHEVABHN

120



Com as mudangas na industria discografica, (14)[Paulo de Carvalho] dedicou-se §

COMBOSICAOIHOISEUIBERFHONEREIIGH] (15)(Paulo de Carvalho] iniciando EOIABORACOSSICON]
VoS NSiCoS e HIICNPEETFANANCARIGSNUONCARTO! (16)BAfaNGUER (Carlos do Carmo]
compos OICAGIIEIFOIOUIOSIPUIGS, (17)EARCEESIGUE contribuiram PAIAAIECUPEIaca0d0IEstilg

performativo do fado.
Ainda na década de 1970, (18)[Paulo de Carvalho] integrou GIGUPOIOSIARIGES. (19)GUE [Os
Amigos] venceria EICOICAONICHIOLMUOIERIPE) (20)[Paulo de Carvalho] participou EORIG

ACIOMEMNPECASIMUSIEAS (21) B [Paulo de Carvalho] foi [ESPORSAVEIDEIGNUERARAMENtoNdE
AiSESEIREpEHoroIaICHiforaINGVARCOMPARRIAIEENVISIEE. A partir de 1977 e ao longo da
década de 1980, (22) [Paulo de Carvalho] incorporou BENESHIOSHjaZZ T OCKICHONUNKANANSUA
MSICa (23) @ [Paulo de Carvalho] dedicou-se [EIDEMBGAIESCIitanUEICANGOCSRINSpIradasanG
falle, (24) destacando-se (OSIVIERINOSONFUAMBONONMaIorExito asuaicarteira. Ja na década
de 1990, (25)[Paulo de Carvalho] interpretou fCOSIICONSAGIAUOSICOMINANOIUesiTa
Filarménica de"Condres e com a Orquestra Sinfénica Portliguesa. Em 2007, (26)[Paulo de
Carvalho] comemora HSIGHoSI0GICaAtTGIa:

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

3.3. JOSE CARLOS ARY DOS SANTOS
1936 — 1984

(1)[E] PoetaNIStHSANENdecIamanol, (2)[Jos¢ Carlos Ary dos Santos] escreveu [iaiSHIEN600
POBMES e (3)[José Carlos Ary dos Santos] contribuiu SigRifiCatVaMEnteIpararanenovacao
das tematicas da musica ligeira portuguesa.

(4)Os seus textos denotam um recurso a imagens fortes, & linguagem do quotidiano e a
metaforas de teor satirico, irénico e de intervencdo. (5)As tematicas escolhidas s&o 0 amor, o
trabalho, a justica, a solidéo, a cidade e as personagens arquetipicas de Lisboa.

(6)Foi muitas'Vezes descrito omo:poeta’ panfletario, (7)Uma imagem que cecorre da sud
actividade politica e do facto de muitas das suas letras se terem tornado uma referéncia.

(8)0 seu primeiro texto editado em fonograma foi Desfolhada Portuguesa, (9)que
[Desfolhada Portuguesa], (10)[Desfolhada Portuguesa] interpretado FORSIMONCIGEIOlVEIrd,
venceu 0 Festival RTP da Cancéo (FRTPC) de 1969/ (11)A sua popularidade cresceu, alids,
com as sucessivas apresentagdes como autor de letras em vérias edicdes do FRTPC,
(12)destacando-se Menina (1971), Tourada (1973) ou Portugal no Coragdo (1977),
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(13)[Menina, Tourada e Portugal no Coracéo] igualmente vencedoras GONCEraMengue

chegou a ser apelidado de “Festival Ary dos Santos”.

(14)Destaque para a colaboragdo com Carlos do Carmo, materializada nos textos dos
fonogramas Um Homem na Cidade (1976) e Um Homem no Pais (1983).

Depois do 25 de Abril, (15)[José Carlos Ary dos Santos] escreveu [Jalanicattontenrevista,
(16)[José Carlos Ary dos Santos] contribuindo [aiGNaIENOVaAGAONUESICHGCNCIONEIparana
CaptacacNtENNOVOSIPUBIEES. (17)[José Carlos Ary dos Santos] Gravou ainda VafOSIOISC0s
(18)[José Carlos Ary dos Santos] recitando FOEIaSIdEISUAIAULOHINOUNGEIOUIOSIDOGTASICOMO
Camdes, Bocage ou José Régio, bem como o Serm&o de Santo Anténio aos Peixes, do padre
Antonio Vieira.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacgéo Prof. Salwa Castelo-Branco

(Circulo de Leitores / Casa das Letras)

4. Novos Ritmos, Novas Dancas, Novos Estilos (1960-1967)

(1)Os estilos do pop e rock foram adoptados tardiamente em Portugal. (2)Entre as primeiras
gravacdes, conta-se, em 1960, um fonograma do cantor e guitarrista Daniel Bacelar (1943) e
do duo Os Conchas (1960-1963), (3)mdsicos premiados com a gravagdo de um disco no
concurso'Caloiros da Cancao, da/Radio’Renascencal Como consequéncia, (4)OUF0S mUSicos
editaram [iSCOSNERIGICIESIZECAICONROCKIENAS) (5)[Zeca do Rock] FUENEMIMOEH gravou @
cangéo Sansao Foi Enganado.

(6)A popularidade da misica pop anglo-americana, especialmente dos ingleses Shadows e
BEAIIES, levou muitos jovens a formarem [FUPES. (7)EREFeNestes, contaram-se os SHEIKS
(1963-1969), um dos mais populares; (8)o Conjunto Mistério (1963-1967), que mais tarde
estaria na origem d0/QUarteto’1T11; (9)OS'EK0s!(1962:1970); com o baterista Mario Guia
(fundador do Rock Rendez-Vous na década de 80) e o baixista Zé Nabo, também dos mais
populares, gravando seis discos ao longo da década; (10)o Conjunto Jodo Paulo (1962-
1979), da Madeira - o primeiro grupo pop-rock portugués a gravar um LP - que popularizou
cancdes como Hully Gully do Montanhés ou Milena (a da Praia), cantadas por Sérgio
BBIGES; ¢, numa abordagem aos varios estilos em voga na segunda metade da década, (11)§
Quinteto Académico (depois Quinteto Académico + 2) (1960-1969), por onde passaram
Pedro Ostrio, Jean Sarbib, Dany Silva ou Mike Sergeant, além de vérios msicos
estrangeiros.
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4.1. SHEIKS

1963 — 1968

(1)[E] Um dos mais conhecidos e relevantes conjuntos portugueses no dominio do pop-rock
GANGECAAANEENTORT, (2)[Os Sheiks] formaram-se EiiILOGSNPOMCAFIOSIVIEHCESIENEEIANEO
Chaby (3) aosiquiais se juntaram Patilo'de Carvalhio e Jorge Barreto!
(4)[Os Sheiks tinham] CONNCANESICNITEI0SNIONCRIZIan0s (5) B [Os Sheiks eram] inspirados
pelas emergentes tipologias da mdsica pop anglo-americana associada & danca, (6)os Sheiks
adoptaram ANGORTIGUFACAONAENGHUPOSNCOMONOSNSHAOWSNOUNOSIBEAHIES, (7)[Os Sheiks]
interpretando BIGINGISIEIVEISOEs delexitosnnternacionais: Entre 1965 e 1967, (8) limaialturg
em que’a miisica’pop no era ginda a’prioridade das editoras em Portlgal, (9)[Os Sheiks]
gravaram [iifiod fORGGREMESIparaNaNVAICHTimIGENCAIVAIRG, (10)SHEENSE [nos fonogramas]
incluem os originais Missing You e Tell Me Bird, dois dos maiores éxitos do grupo.

Em 1966, (11)[Os Sheiks] editaram (liaSHcancoconemBEranca, (12)GU€ [duas cancdes em
Franca] chegaram a figurar ERiiabelasidenvendas (13) @ [duas cancdes em Franca] foram
citadas EiIperiodicosidarespecialidade. Nesse ano (14)[Os Sheiks] tocaram ClifaRICIUNNNES
BMIPARS, (15)8[0s Sheiks] compuseram e gravaram [li@SHcancoes] (16)[duas cancdes]
editadas FGNMGICAUONITANCESIEMIIO6 Apesar da hipotese de uma estadia mais prolongada
que favorecesse a internacionalizagdo, (17)[Os Sheiks] optaram FOENCOICSSAIIaNPOIUGAINNI0
final de 1966.

Em 1967 (18)[Os Sheiks] gravaram EGIKIMOICISCONENONIgINaISScparancoSeremuio68! No
decorrer da sua existéncia, (19)[Os Sheiks] integraram HiliaNONOUPONECMUNCONSING
Fernando Tordo, Luis Moutinho e Luis Waddington.
Reunindo-se em 1979, (20)[Os Sheiks] gravaram [ifiGiSclccoaolieicancoesitorscunepertono)
interpretadasicomMnovosIartanjos] (21)[selecdo de cangdes] dando origem HolaIDUMIPINtANOS
GEIFFESES. J4 em 1980, (22) BIGHIPE concebeu e protagonizou [fPrOrAMaUEtelevisan (23)
e [0 grupo] gravou o album Sheiks Com Cobertura, com originais em portugués.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

5. Novos Ritmos, Novas Dancas, Novos Estilos (1967-1974)

Em 1967, (1)OipioStaman smuombias, (2)[Em Orbita] ESPaCONIONRATIONCINBENPORGHE

123



dedicado BONPOPIFOCK, emitiu pela primeira vez [fiamusicarderUmIorUpPoNpOrtugues. (3)A
honra coube a A Lenda de ElI-Rei D. Sebastido, do Quarteto 1111 (1967-1977), (4)[A lenda
de el-Rei D. Sebasti&o] iniciando assim [ifiaiovalciamaiproducaomacional (5)[nova era na
producdo nacional] ERMGUE passou a ser possivel conceber [lSICANDOPRDAIAROUVIEICHNED
apenas para dangar. (6)Com este "novo" rock, proximo do “psicadélico”, torna-se ainda
evidente a importancia do processo de gravagdo na composicao musical. (7)O primeiro LP,
Quarteto 1111 (1970), foi um manifesto contra o regime politico e a guerra colonial, o que
impediu a sua comercializagéo, (8)mas o grupo conciliou sempre as experiéncias mais
ousadas com sucessos comerciais.

No Porto, (9)os Pop Five Music Incorporated (1967-1972), de Tozé Brito, Paulo Godinho
EaISIErCEINVIGUSINGTACANVIGNFA| comecaram por registar VEISGESNACNOOMPOSIGOES
ESHanGeIras, (10) PArANEMIISBS, [Os Pop Five Music Icorporated] gravarem GHpEIMIGIEONE
tnico LP, editado por Arnaldo Trindade.

(11) ANFiIEFGRICANFFAUCEN(E068I07) foi um PEGJECIGNBEGUIIAH, (12)[projecto peculiar]
orientado pelos textos de Anténio Pinho e pela misica de Lufs Linhares. (13)O grupo
distinguiu-se PElalabordagemisatiticardanristoriardenPorttioal, (14)aHtUdENgUe seria seguida
PEIRBARUANIEICAsEEd, (15)[Banda do Casaco] UEIPIRACIEINRRERES viriam a integrar.
(16)Destaque ainda para os Objectivo (1969-1972), de Kevin Hoidale (mdsico norte-
americano na altura a residir em Portugal), no qual colaboraram Mike Sergeant, Z¢ Nabo, o
inglés Jim Cregan (que mais tarde tocaria com Rod Stewart), e os bateristas Zé da Cadela e
Guilherme Inés.

5.1. A Galéxia José Cid

Com o Quarteto 1111, com os Green Windows, e depois num percurso a solo, (1)JGSeNCid
(1942) foi um dos musicos mais influentes das décadas de 1960 e 1970. (2)Os anos de 1966 e
1978 - desde a primeira cangéo em disco, O Comboio, gravada pelos Alamos, um conjunto de
Coimbra, até & edigdo do LP 10000 Anos Depois Entre Vénus e Marte, marco do "rock
PIOGFESSIVOTIRACIoNAINS foram PAFCUIAMMENTENEREIS. Logo em 1968, (3)BNQUAMEIONTN
inicia a sua colaboragdo com outros intérpretes. (4)entre os quais Tonicha, que gravou nesse
ANONCOMPOSICOESNEENIESENGIA. Em 1970, ano de edicdo do LP Quarteto 1111, (5)Gid
colahorou com José Cheta, com Filipa VVan Uden, com o grupo Plexus (de Carlos Zingaro,
Celso de Carvalho e Luis Pedro Fonseca) e com José Jorge Letria, entre outros. (6)Um ano
depois. [José Cid] gravou o primeiro LP em nome individual, (7)José Cid, no qual utilizando
ANOraVACAONMUITIDISE tocou [OHGSNOSNIRSIUMENt0s. Em 1973, (8)[José Cid] colaborou [ig
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primeiro disco da cantora Manuela Bravo, (9)onde destacou a utilizagéo do sintetizador
WiGBE (10)[Jos¢ Cid tem] CORNUMANCACIANCmNtancanascensad, (11)§ [Jos¢ Cid]
beneficiando do éxito de cangdes como Vinte Anos, do grupo Green Windows (1972-1977),
(12)J658ICIE gravou AifidaicomIGIOUAREIONMTTIGRMISEGUREONER, (13)[segundo LP] ERflGHE
desenvolve os estilos do "rock progressivo” (Onde, Quando, Como, Porqué, Cantamos
PESSOASIVIVASHGEIIOTA (14)[rock progressivo foi uma] [EiidECIAUSISCOUININOSITADAINOSIE
solo Vida (Sons do Quotidiano) (EP de 1977) e no LP ja referido de 1978. (15)[O Quarteto
1111] Mantendo EiGolaBoracaoNCoMNOUtOSImUSICos, (16)GIOUAREIONITN gravou [iISIGIE
Comialactiiz Elisallisboal974). Em 1980, (17)J6SEICHA venceria GIFEStiVAIRTPIdAICANGA0
com Um Grande, Grande Amor.

6. Novos Ritmos, Novas Dancas, Novos Estilos (1974-1980)

Apesar da estreia em disco ainda antes do 25 de Abril de 1974, (1)0SIPEIUSICaSt USIIO"
1980), dos irmé&os José e Pedro Castro (e, no inicio, também de Jilio Pereira), marcaram a
diferenca com a edigéo do LP Mestre (1973), (2)no qual, num contexto rock, abordam a obra
de poetas como Sophia de Mello Breyner Andresen, Ary dos Santos ou Alexandre O’Neill.
(3)[Mestre] Gravado em Franga, no mesmo estidio utilizado por José Afonso e José Mario
Branco, (4)Mestre ¢ o primeiro LP portugués a aproximar-se do "rock progressivo",
(5)tendéncia que se acentuaria na opera-rock Ascenséo e Queda (1978).
(6)Dois outros projectos de importancia primordial nascem em meados da década: a Banda
do Casaco (1974-1984) e os Tantra (1976-1981, activos novamente desde 2000).

Formados no Porto, (7)0SNATIENSNOTCIONO755082) foram também [ICCHISOrESNa0
oVimeRioNtENEXpansa0NtoNFOCKIPORNGNES. (8)[0s membros do grupo tinham] CORIMME
estrutura de produgéo de espectéculos e marketing (clube de fas incluido). (9)os membros do
grupo, entre os quais Sérgio Castro e Alvaro Azevedo (futuros Trabalhadores do Comércio),
Anténio Pinho Vargas e André Sarbib, fizeram da mésica a sua actividade profissional.
(10)[H4 que violentar o Sistema foi] Editado [iifilaNoNIepoISIaoIprIMEIONEPIt0SISEXIPISIOS]
(11)H& Que Violentar o Sistema (1978), dos Aqui d’el Rock (1978-1980) ¢ o primeiro disco
PURKIPORNGEES. (12)[0 Corpo Diplomatico tinha] COMBUNMpassadoNessengenerol (13)8
Corpo Diplomético (1979-1980), (14)grupo que daria origem aos Herdis do Mar, edita 0 seu
tnico LP Musica Moderna (1979).

(15)Destaque difidaparaioliPideestreiadeRUINEIOSONAS5T) (16)[LP de estreia] apelidado
de “pioneiro” do rock portugués, a par dos UHF. (17)As cangdes de Ar de Rock evidenciam,
no entanto, uma grande inspiragéo do blues americano.
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6.1. BANDA DO CASACO
1973-1984

(1)[Foi] Formada em Lisboa no final de 1973 por Nuno Rodrigues e Anténio Avelar de
Pinho, (2)a Banda do Casaco representou uma corrente experimentalista de inspiragdo no
POpErecKEomovimentoNolkiinternacional. (3)[A Banda do Casaco] Afirmou-se Bilidanpeld
EXperimentacaoMaeNOrmasEestilos] (4)[a Banda do Casaco] contribuindo [PElGNG
desenvolvimento da mésica popular em Portugal.

(5)A sua actividade musical organizou-se em torno da adaptagéo dos textos de A. Pinho &s
ideias musicais de N. Rodrigues. (6)O carécter experimental do processo de composicéo e a
preferéncia pelo estidio de gravagdo modelaram a sua actividade, contando com a
colaboragdo de varios cantores e instrumentistas, (7) o que contribuiu para a especificidade
estilistica de cada fonograma.
(8)Com o primeiro album, Dos Beneficios dum Vendido no Reino dos Bonifécios (1975),
evocam teméticas de matriz popular oriundas da tradicéo oral e sonoridades associadas &
msica medieval. (8)Ao segundo registo, Coisas do Arco da Velha (1976), atingem impacto
junto do pdblico. (10)O teor satirico dos trocadilhos e as referéncias a mésica tradicional
expressam a critica aos valores e aos modos de vida do meio rural. (11)Com o &lbum
seguinte, Hoje Ha Conquilhas, Amanhd N&o Sabemos (1977), satirizam a instabilidade
Economicaeiaprecaricdadesoial, (12)[Banda do Casaco] retomando GSiGlercnciasiaculitra
popular em Contos da Barbearia (1978).

Ja no inicio da década de 1980, (13)aliTIUEHCIAaMEWANAVCICIaSIOVasTconicasieIproauca0
MUSIEal moldaram BIFEPEONG, (14)[0 repertorio] GUE se aproximou HESIESTIOSIHOIDOPTOCK
internacional. (15)O seu Gltimo album, Banda do Casaco com Ti Chitas, ¢ editado em 1984,
jé sem a presenca de A. Pinho, que abandonara o grupo em 1980.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

6.2. TANTRA
1976-1981

(1)Agrupamento musical constituido por Manuel Cardoso (viola eléctrica e voz), Armando
Gama (teclas), Américo Luis (baixo eléctrico) e Tozé Almeida (bateria) (2)que se salientou,
T e e Ol i CANGNF CRADFOGRESSIVOIEIPORIGEI. Sob esta influéncia,
(3)o grupo desenvolveu um repertrio de composicdes originais em lingua portuguesa
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caracterizado pelo virtuosismo e pela exploragéo de tematicas alegéricas.

(4)[Os Tantra foram] Formados ERIIOZGNEMILIS00d, (5)0STantranpalaviaiueievocanumea
forma de meditagéo indiana de que M. Cardoso se tornara adepto) gravaram um primeiro
fonograma onde o estilo que viriam a desenvolver era apenas aflorado.

Com a entrada de T. Almeida, substituindo Raul Rosa e José Firmino da primeira formacéo,
(6)o grupo desenvolve novas composicdes que revelam uma crescente complexidade
ESHUEAN Para apresentar o novo repertorio, (7)[Os Tantra] concebem [ifiNeSpeciacuIc
(8)onde a encenagdo se articula com a interpretagdo musical, abordagem inovadora na
performance rock em Portugal. (3)O impacto desta apresentagéo viabilizaria a gravago do
PRMEIFNEPRVISIErioSISIVIaravilRasI@a7D) (10)[Mistérios e Maravilhas] apresentado [iliiig
digressdo, estratégia de promogdo pouco comum na época em Portugal. (11)A crescente
popularidade possibilitou a realizagdo de um concerto no Coliseu dos Recreios de Lisboa
(1978), (12)primeiro de um grupo portugués de rock a ter lugar nesta sala.

(13)Com uma nova formagao, com Pedro Luis e ja sem A. Gama, gravaram o &lbum
Holocausto (1978). (14)Em Humanoid Flesh (1981), mantém o aparato cénico, (15) e M.
Cardosd transfigura-se EMIFOdo = personagem de'O'Senhor dos Angis, de Tolkier. (16)[Os
Tantra] Cessam BCliVidadenessermesmoranos

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

7. Para uma Nova Musica Popular Portuguesa (1960-1968)

(1)As eleicdes presidenciais em que concorreu Humberto Delgado (1958) ou o inicio da
guerra colonial (1961) foram acontecimentos politicos determinantes para a emergéncia de
NOVOSIEARIONES (2)[acontecimentos politicos determinantes] (HEIINaAVESHUCHDOCSIaNIE
militancia e intervencéo social, mostravam a insatisfagdo e discordancia relativamente a
politica do Estado"Nove. (3)Entre estes viriam a notabilizar-se J0SEVATONS0 (1929°1987) ¢
Adriano Correia de Oliveira (1942-1982). (4)0 EP Baladas de Coimbra (1962), do
primeiro, mostrava ja um afastamento dos estilos padrdo da Cangéo de Coimbra. Em 1963,
(5)Adfiang gravou [rovaldoVentolQueIPassa, (6)cancad [feita por] deNATGRIOIPOFliGaISoH
poema de Manuel Alegre. No mesmo ano, (7)José Afonso (apenas acompanhado pela
guitarra de Rui Pato) gravou Os Vampiros e Menino do Bairro Negro, (8)cancdes que
indicaram o caminho para uma nova msica popular alternativa & “cangéo ligeira”. Em
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Franca, (9)Luis Cilia (1943) publicou o seu primeiro LP, Portugal-Angola - Chants de Lutte
([@962), (10)AGNGUEI criticava fortemente BifGOIMendeISalazar. Trés anos depois, (11)sai I
Pogsie Portugaise de Nos Jours et de Toujours 1, (12)LP em que Cilia recorre a obra de
poetas contemporaneos (José Saramago, José Gomes Ferreira ou Anténio Borges Coelho) e
classicos (Camdes ou Garrett), numa fuséo de saberes e culturas de matriz lusitana. (13)A
"balada”, cultivada por Jos¢ Afonso e Adriano, evidenciou uma nova mdsica popular,
(14)[nova musica popular] interpretada PEIONPIOPIIONCOMPOSItONAUOrICantauton] (15)A
adopgao de textos de teor politico e a sua transformagdo em “cangéo de protesto” fé-la opor-
se AIECANGCAONIGRIFaS, (16)GU8 [cancAo ligeira] passou a ser associada HONEGIMEIDONtICONTE

7.1. JOSE AFONSO
1929-1987

(D)[Jos¢ Afonso foi] CaliOrNCOMpOsItONEIaULOMdGNEtEs, (2)[José Afonso] foi HifiaNiGUIAIGE
referéncia da luta politica e um dos expoentes maximos da vida musical portuguesa da
segunda metade do século XX.

Algo longe ainda de uma postura politica militante, (8)[José Afonso] comegou a cantar €
1953, (4)tendo [José Afonso] feito as primeiras gravages no emissor regional de Coimbra da
Emissora Nacional. (5)Data de 1968 o seu primeiro contrato com uma editora em regime de
exclusividade (EdigSes Arnaldo Trindade), (6)[data de 1968] mas também a proibicdo da
difuséo radiofénica das suas cangdes.

No ano seguinte (7)[José Afonso] participou [iGHESHVANEICHARSONIdEICOMbatIPOrUgAISe]
em Paris, com Luis Cilia, José¢ Mario Branco ou Sérgio Godinho. (8)A sua popularidade,
(9)[a sua popularidade era] SilialdeIOposSIcaoNaoNegIme, confirmou-se e cresceu fGNNICIONIE
década de 1970.

(10)/ASISaidaSIparaNoNesirangeird multiplicaram-se. (11)[José Afonso] Gravou EiiBEONGIes
(Traz Outro Amigo Também e Coro dos Tribunais), em Paris (Cantigas do Maio e Venham
Mais Cinco) e em Madrid (Eu Vou Ser como a Toupeira).

Por altura da revolugéo de Abril, (12)diSUaimaturidadeiposticosmusical sintetizava Altaoicag
da cancéo coimbré, a cancdo trovadoresca, a misica rural, os sons africanos e os textos
polificamEAENSMPERAados! (13)ASIGPEOESMRSHUMEALAIS, (14)[opcoes instrumentais] HENd
muito libertas do simples acompanhamento da viola, herdeira dos tempos das baladas,
incluiam uma variedade notével de timbres provenientes de instrumentos de vérias culturas,
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tanto populares como eruditas. (15)Esta nova linguagem reafirmou-se no LP Coro dos
Tribunais, o primeiro disco pés-1974. (16)A atitude de resisténcia mudou, naturalmente, para
uma postura pedaggica livre. (17)[José¢ Afonso] Deu os seus Ultimos espectéculos em 1983,
(18)[José Afonso estava] jElUMIESIadolESatteIDasanteideDilitacor

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

7.2. ADRIANO CORREIA DE OLIVEIRA

1942-1982

([E] Uma das figuras mais destacadas da "balada" e da “cancio de intervengdo”,
(2)Adriano Correia de Oliveira integrou na adolescéncia, o conjunto da Unido Académica de
Avintes, (3)cujo repertério era constituido por sucessos da cangéo italiana da época.

Em 1959, (8)[Adriano Correia de Oliveira] ingressou MaEaCUIGACCIUCIDIrCItomda
URIVErSIaaeNasNeaimbrE, (4)[Adriano Correia de Oliveira] gravando GISCUNPIIMEIONGISCO
em 1960; pela editora’Arnaldo Trindade, (5) haiqual deixou registada foda‘a'suaobra:
(6)[Adriano Correia de Oliveira] Desencantado GOINaRadICAONIENCANGAONUCHCOIMDIaNENd
utilizagéo do fado como expresséo da bonomia da vida estudantil, (7)[Adriano Correia de
Oliveira] comegou a interpretar [EXIOSHICIACIONACOSHCOMMOSEProbICMasHoUeNalectavamng
sociedade portuguesa.

(8)ERIISES foi editado BIEPITTOVAIONENTONUEIPASSE, (9)[Trova do Vento que Passa tinha]
ComISHAGEIVIERUSINAIEGTE, (10)[Trova do Vento que Passa ¢] [iifiliiiOGResIStencialentren
GoiNidEdEIESTBARTINGES] (11) [Trova do Vento que Passa] [FElGNCATGCIerGEMINtEvEnca0
POITICEmSEEIal marcou UIORIOENIraGEMNacancaomieicoimbrd, (12)[Trova do Vento que
Passa]constituindo [ifldOSIPFimeIfosiexemplosidarcangaodeNntervencao™

Nessa tendéncia renovadora, (13)/A@FiENG integrou CANGOESHAGICIONAISHNONSCUNCPErtOrO)]
(14)[Adriano Correia de Oliveira] adaptando-as AoISeUNestlloNdeNeanto. (15)[Adriano Correia
de Oliveira] Gravou, EifildO60NONCARONENASIARRIES| (16)BhdeNaNSimplicidadenmelodica
favorece @ compreensao do texto.

No LP Que Nunca Mais (1975), (17)dlcOmponenteminstiumental conjugava Elmentosnda
mdsica africana, do blues, do rock e da msica tradicional. (18)O sucesso comercial deste LP
valeu-Ihe o Prémio Artista do Ano pela revista britanica Music Week (1975).

(19)[Adriano Correia de Oliveira estava] Desiludido EORNORPIOCESSONDOItICONCMNCUISONE
incapaz de dar resposta as necessidades de profissionalizagdo enquanto mésico, (20)[Adriano
Correia de Oliveira] afastou-se HoIMCIONNUSICAI.
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Em 1994, (21)[Adriano Correia de Oliveira] foi condecorado EliiiUIOIPOSIUMOICOMMaOrdem
da Liberdade.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenagdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

8. Para uma Nova Musica Popular Portuguesa (1968-1971)
Na senda da musica de José Afonso, Adriano Correia de Oliveira e Luis Cilia, (1)emergiu i

novo grupo de compositores e intérpretes. Em 1968, (2)o primeiro disco de um jovem cantor
AENVEGOSIVIGRUSINESIFeN(E0%2) populariza SGANCAONNIVES] (3)[cancao Livre tem] ORI
poema de Carlos de Oliveira iniciado pelos versos “Nao ha machado que corte / a raiz ao
pensamento”. (4)Um segundo disco foi imediatamente proibido pela censura, pois (5)a
cangéo O Sangue N&o D4 Flor era um libelo contra a guerra colonial. (6)Manuel Freire viria
a notabilizar-se no POGIAMERICICVISIVONZIDZIDN(L969)] (7)BREEN[Zip-Zip] estreou ANCaNGa0
PEGFANEIIGSGRAl, (8)[Pedra Filosofal tem] EOiNpOCHANCEWANONIONGEdea0! (9)FFARGISEd
Fanhais (1941) gravou apenas dois discos (um EP e um LP), (10)mas o seu lugar na histéria
da nova msica popular ficou a dever-se a composicdes como Cantilena (1969), Cantata da
P&z, Porduie; Corpo'Renascido ol Quadras doPostaAlEiXoi(2970)! (11)[Estilo interpretativo
tem] Com acompanhamento seu, ou de Fernando Alvim e de Pedro Caldeira Cabral,
(12)Fanhais distinguiu-se por um estilo interpretativo assente na voz grave e expressiva,
(13)GUE [estilo interpretativo] deu PiGTURIdadEIESISTSEMIGUSIAISHavalbaraIaIprecaricdads
SOBIANEBNRAIS. A ¢poca destas gravacdes, (14)EICantoN cra Sacerdoicidanorejaicatolica, (15)8
atomada de posicéo contra o regime valeu-Ihe a proibicao de exercer a sua actividade.

9. Para uma Nova Musica Popular Portuguesa (1971-1974)

(1)07anc de 1974 marcou Blponto de Viragem na miisica’popular portuguiesd (2) [O ano de
1971] com a edigio do LP Mudam-se os Tempos, Mudam-se as Vontades, de José Mario
Branco (1942), e do EP Romance de um Dia na Estrada, de Sérgio Godinho (1945).
(3)AMBES trabalharam EifilcONjUNONONESIUGIONTTaNCESIABNVIICHEINVIAGNE, (4)BREE [estudio
francés de Michel Magne] dispuseram [EHUTENSETICHOCHTCIOSHIcCHICOSMINEXIStentesnen
POFUGAl (5)GUE [meios técnicos inexistentes em Portugal] enriqueceram ElSONORIGAUERA0S
BiS888, (6)[meios técnicos inexistentes em Portugal] tornando-os [ifiaNelcienciaidaicpocand
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Na mesma altura, (7)destacou-se também JSENNIZaNA088) NaUIoRUEICARCoESICoMOICAItar
ENERiGrACEOIMEVAIGGREISEIREANISIE] a/¢m (8)[José Niza ¢ compositor] HESIGOMPOSIGOES

NS CidG I ENO7NSOhENPOESIANIEVARIGAIGNGEMEAE. Al<m da colaboragéo com José

Afonso na gravagdo de Venham Mais Cinco (1973), (9)[José Niza] escreveu ElEitaidaicancac

Pinho (1976), com letra de Manuel Alegre, (10)ambas vencedoras do Festival RTP da
Cangdo.

(11) OIEprESATOIOHUEASEATHAIGORTFNOAGENEOSA) que em 1958 criara a etiqueta Orfeu,
contribui de forma relevante para o desenvolvimento da produgéo musical e fonografica
(12)[Amaldo Trindade] Notabilizou-se BEldiGiavaca0NdENpOESIaNdECIamadampelaNpostura
empreendedora e concorrencial e também pela publicagio de fonogramas de mdsicos
opositores ao regime politico, como Adriano Correia de Oliveira e José Afonso. (12)Muitos
desses discos estio na exposicéo.

9.1. JOSE MARIO BRANCO

1942

(1)[E] Compositor, cantor, autor de letras e arranjador, (2)José Mério Branco notabilizou-se
pelo cardcter contestatério da sua misica, (3)mas também pelas composicdes e arranjos que
se tornaram o paradigma da edificacdo da musica popular portuguesa do Gltimo quartel do
século XX.

(4)[José Mario Branco] Exilou-se ERilPaliSIcMIio6aiporseloporaigucrarcolonial (5)[José
Mario Branco] s6 regressando ElPORUGANUEPOISIHON2oNIENABRINGENISZZ No final de 1967
(6)[José Mario Branco] conheceu SEfgiONGOGINNO] (7)EOMIGUERI [S¢rgio Godinho] partilhava
o objectivo de criar uma cangdo popular portuguesa que substituisse o ‘“nacional
cangonetismo’.

(8)No final da década de 1960, saiu o seu primeiro fonograma, Seis Cantigas de Amigo
@888 A proposito da guerra colonial portuguesa, (9)[José Mario Branco] compds e gravou
ASICANCoESIRGHEANGCISOIUAMIRROIENVIEGSIGONAREOTON Para escapar a censura, (10)GHEISEH
chegaria a Portugal com capas brancas, sem a indicagdo do autor.

Em 1971 (11)JINVINBIAES gravou NMldamESEIosemposIVildamESeiasVoRtadesle (12)[Jose
Mario Branco] assinou/idldifccca0MMUSICAINENOSNaranjoSNUOMEPNCaNtIGasNUCMIVIAI0,
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(13)[Cantigas de Maio ¢] GENIOSENATONSO (14)AMB0S sso EXEMmplosparadigmaticosndo
movimento de renovagdo da misica popular portuguesa.

Ja no p6s-25 de Abril, (15)[José Mario Branco] foi HiildOSINEnioresIeHUN0adoreSIloNGIUPO
de"Accao  Cultural’="Vozes na Luta: Em 1976, (16)0iGAC gravou olalbum Pois Cante,
(17)uma experiéncia pioneira que antecipava ja 0 movimento de recriagdo que marcaria a
msica popular portuguesa de final da década de 70.

(18)IGSENVISIGNBIARES compos Aiidaiparaicinemarciparaneatio, (19)[José Mario Branco] foi
AcioneNdireciommusicaldorTeatioNcomuna (20) B [Jose Mario Branco] fundou EiCOMpanMIA
Teatro do Mundo.

Na década de 90 (21)[José Mario Branco] colaborou GORNOULIOSICOMPOSItOreSIENMUSICOS)
como Amélia Muge, Gaiteiros de Lisboa ou Camané.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

9.2. SERGIO GODINHO

1945

(1)Sérgio Godinho notabilizou-se como compositor, intérprete, escritor, actor e realizador de
GIREMal (2)[Sérgio Godinho] Identifica-se PJESSOAIMENICICOMIAIEXPICSSa0 CANtAULON.

Apesar da relagdo quase umbilical com a masica, a literatura e o teatro, (3)SEIGIONGOMINNG foi
EiticaidactaaNRterpretacaoleIalcomposicaoimusical. (4) [Sergio Godinho] tendo EBRIO
referéncia a cancéo francesa, a musica brasileira e os Beatles, Rolling Stones e Bob Dylan.
(5)[Sérgio Godinho] Reconciliou-se COMMARMUSICANPOrUGUESANUEpOoISHIENCoNHEcarIose
ATORSCIEICAFIGSIPAREEES] (6)(Scrgio Godinho] procurando ifileStlGIBFOPFONIEICOMPOREITE
cantar em portuguss.

(7)[Sérgio Godinho] Recusou GHSCIVICONMIltAMCIaIGUCHancolonial, (8)[Sérgio Godinho]
iniciando HfNpEriodoNdENNovVENanosIdeNexlioNpalitieal (9)[Sergio Godinho] Acompanhou @
Maic'de'1968 em Paris| (10)onde conheceu JoséIMario Branco:

(11)Sérgio Godinho integrou o elenco do espectéculo Hair durante dois anos, (12)tendo o seu
PriEiFeNdiSCoNOSISOBrEVIVERtes, saido BMIMOAZ. Nesse ano (18) [Sérgio Godinho] fixou-se

HONCAREGE (14)BH0E [Sérgio Godinho] gravou IIBUNPREISOHAS I ECebEUNANGHGia
revolugdo de Abril de 1974,

(15)[Sérgio Godinho] Regressou FlPGHUGaNGMVIaioNeNo4 (16)SIPaiNGENehtag [Sérgio
Godinho] desenvolveu [iffiliftensalactividagdenmusicaliemicomiciosielespectaculosiaisololoy
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com os «cantores de Abril».

(17)As suas cancBes reflectem sobre miltiplos aspectos da vida, nunca se cingindo a
CORMESTACAONRBIMIEAl (18)[As suas cangdes] Tém EpGNIAMENIOSISOBIEIONAMONNONGUOtIdIANO]
retratos de personagens-tipo, critica social ou interrogagdes de cardcter filoséfico (19)e
[apontamentos] séo abordados FoEMdiferentesIestilosumusICaisNGUENAOIdesTeIaNItlIZaca0id0
quarteto de cordas ao conjunto instrumental do pop-rock.

(20)0 didlogo que estabeleceu com os grupos portugueses desta dltima area é o exemplo mais
evidente da transgeracionalidade da sua mdsica.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

9.3. JOSE NIZA

1938

(1)[E] Compositor, autor de letras, arranjador, instrumentista e produtor discografico.
Enquanto estudante de medicina, (2)[José Niza] integrou BHOIfCONIACAUCMICONICICOIMDIa
(GAC) (3) & [José Niza] colaborou HETHOViImenTOIdAbAlAdA SHideradoPOrOSCUATONST.
Em 1960 (4)[José Niza] foi [ifiliOSHUNUANOIESIIONCIUDIIENAZZIIONOAE. Com Luis Villas-
Boas, (5)[José Niza] organizou BSHGOISHPHIMEIOSHEstvaISNInternacionaiSnaeNjazznguense
realizaram em Portugal (Festival Internacional de Jazz de Coimbra, 1967 e 1968).

Entre 1963-1965, (6)[José Niza] gravou EifliPatisidiscosidenadosielbaladasieriesenvolvendo
relagdes de amizade com Vinicius de Moraes e Baden Powell.

(7)[José Niza] Prestou SEiVIGONMIlitarNNANGUEIraNCOlONIAINANGOIANEMIIY69. Foi nesse
periodo que (8)[José Niza] compds [GHaSIasIcancoesIdoraIbUMIGENIEIEVAGUIEIdEVAGOrande
ANCHERNGNVEIRA Foi ainda em Angola que, em 1970, (9)[José Niza] recebeu GICORVItEIpaLa
dirigir a producdo musical da editora Arnaldo Trindade Lda

(10)[José Niza] Compds Eelcandensoolcancoes (11)8 [José Niza] concorreu EVGNIGSICAICOES
AONFESHVANRTPIGANCANGED) (12)[José Niza] tendo sido DlAUORGASHIEtiasNdeNtiesicancoes
(13)[trés cancdes] Ui venceram EStElCEtamenentielas quais = depois doradeus interpretada
POMPAUIGNGENCARAIRG (14)[E Depois do Adeus] e que viria a ser FNpHGIaNSENNANGd
revolugéo de Abril de 1974,

Enquanto director de Programas da RTP, no final dos anos 70, (15)[José Niza] foi l
responsavel pela introducéo das telenovelas em Portugal.

(16)[José Niza] Foi deputado’a Assembleia Constituinte e a Assembleia da’Republicd. No
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parlamento, (47)[José Niza] foi AGHIGANEEINGENPOIECCAONIANVIGSICANPOrUGUESANTANSTA
Difuséo pela Rédio e pela Televiso, aprovada por unanimidade em 1982. (18)[Jos¢ Niza]
Foi ainda co-autor do actual Codigo do Direito de Autor e dos Direitos Conexos. Em 1994,
(19)[José Niza] foi Eondecorado como Grande Oficial da Ordem e Merito:

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco

(Circulo de Leitores / Casa das Letras)

9.4. ARNALDO TRINDADE, LDA.

1952-1983

(1)[E]Editora discografica fundada no Porto nos anos 50 por Arnaldo Trindade (1934),
COMErciantenteNeIeCirotomesticos] (2)fle [Arnaldo Trindade] se destacou POFNUTINZATAUN
modelo empresarial que estimulou a competitividade na inddstria discografica em Portugal.
(3)[Arnaldo Trindade] Gravou HECIiacaOIICIPIOSaIEIdEIDOESIADEIOSIDIOPHIOSIAULOTESHCOMO
José Régio e Miguel Torga, criando para tal a etiqueta Orfeu.

Até ao final dos anos 60, (4)[Arnaldo Trindade] editou [iGiOTItAIGMENICINter plcicsiemado)]
ranchos folcléricos e conjuntos tipicos. (5)A popularidade alcangada com os fonogramas do
Conjunto Antonio Mafra contribuiu para o aumento do investimento na gravagéo em outros
géneros.

A partir de meados da década, (6)ENesitalcolandaneaitord passou pela criacio ENESHULUIES
préprias de divulgagéo e distribuicdo, promogdo concertada, representagéo em Portugal de
catlogos de editoras estrangeiras e organizag&o de espectéculos dos misicos representados.
Com José Niza, (7)aHifmarderArnaldorTrindade contribuiu ParaioNmovimentordeenovacao
da mosica popular portuguesa e manteve esta linha editorial apés 1974, (8)[Arnaldo
Trindade] sendo responsavel PElGNCdiGaONGENMUSICOSICOMONLUISCIliauosENorgeNEetria)
SEIGIONCOINRGIENFANSISl Apos a desintegracdo da equipa, em 1976, (9)AIaliONGENCOSHE
Trindade, filho de Arnaldo Trindade, assumiu funcdes idénticas & da equipa anterior.

Em 1980, (10)Afhaldo Tindade comprou aiFabrica de'Discos Radio Triunfo, em sociedade
corm José Serafim. (11)0catlogo da Orfel manteve-se ificialmente auténomo; (12)mas [o
catalogo] foi finalmente integrado fONCalalogONUANEdItOraNRAdIONTriUnToNemII98a) (13)0
Serafim viria a comprar, em 1986, a parte de Arnaldo Trindade na Rédio Triunfo.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco

(Circulo de Leitores / Casa das Letras)
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10. Para uma Nova Musica Popular Portuguesa (1974-1980)

(1A revolugao de 25 de Abril de 1974 ficou marcada por E Depois do Adeus (interpretada
oRPalIGHECaAlG)SICTaRGEINVINVIGISRaNEENGSENATORSE) (2)(E depois do Adeus e
Grandola, Vila Morena foram] SEllasidoNnicIoNasOperacoesimilitaresy

(3)ANOHTED [¢] HEVAAIGONTFRdaUENGUENETIoUNESIUASICANCORS. (4)[a Orfeu] continuou no
periodo pos-revolugio a editar OROGIAMASIIEIMUSICOSIASSOCIad0s AN Cancaordenntenvencaoy
como Fausto (1948), Vitorino (1941) ou José Jorge Letria (1951).

(S)VAGHRG desenvolveu UiANCATCIfANGNDARGIAEIIONS, (6)[Vitorino] criando HNEPEHONO
que incorpora a msica tradicional e tematicas urbanas (N&o Ha Terra Que Resista -
Contraponto, 1979). (7)José Jorge Letria, escritor, desenvolveu uma carreira musical entre
finais de 1960 e o inicio de 1980, com cancdes criticas do salazarismo. (8)De Viva Voz
[@878) foi gravado EHICONCEHOMEEONIVORS (9) [De Viva Voz] sendo GiBfieioNegistorda
género na nova msica popular portuguesa.

(10)Tambem José Barata Violira (1948) € Pedro Barroso (2950); (11)[Jos¢ Barata Moura
e Pedro Barroso] Gaitores revelados PEIONZIP"ZIPNEYBY)| se evidenciaram HEStaNaltlre.
(12)Barata Moura, que iniciou a carreira musical no meio académico, desenvolveu em
paralelo um repertério para o pablico infantil.

(13)MUitos dos gruipos formados ap6s 0 25 de Abril tentaram conciliar Almiisica tradicional
divulgada pelos trabalhos de Lopes-Graga, Giacometti e Veiga de Oliveira com as tematicas
da nova luta politico-partidéria.

(14)Tanto o GACT=Vozes  na LUta (1974:1979), (15)[GAC] orientado POFIJOSENMEi0
Branco, como a Brigada Victor Jara (em actividade desde 1975) e os Trovante (1976-
1992), contribuiram para o desenvolvimento da musica popular portuguesa neste periodo.

10.1. FAUSTO
1948

(1)[E] (Cantor. Compositor, arfanjador e autor de letras. (2)Fausto desenvolveu UMIEStilo
musical que viria a constituir uma das correntes mais significativas da musica popular
portuguesa nas Gltimas duas décadas do século XX.

(3)O seu primeiro EP, Fausto (1969), recebeu o Prémio Revelagao do programa radiofénico
Pégina 1 (RR), (4)o que contribuiu para o prosseguimento de uma carreira musical e para a
gravagéo do primeiro LP (Fausto, 1970).

No final de 1974, (5)[Fausto] editou BISCHISEGURUONIPIPIGNONENDERENicNpelaicaiomn
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/AFRAIGONTHIRGEGS! (6)[O album &] Constituido FORCOMPOSIcoesSUaSK(IStraleImUSICa)IENexiod
de autores como Alexandre O'Neill ou Eugénio de Andrade, (7)o album reflecte o entusiasmo
pelo momento revolucionério vivido. (8)Nele colaboraram José Afonso, José Niza e Vitorino.
(9)A apreenséo pela orientagéo que tomava o processo revolucionario, enformou as tematicas
AENURNBECONCOMISAIGaNEOT5)! (10)[Fausto] Empenhado fioNdESERVOIVIfmentoNdeNtimd
mdsica popular referenciada nas praticas tradicionais, (11)[Fausto] encetou um processo
criativo assente na estilizagdo de géneros e tipologias ritmicas da mdsica tradicional
portuguesa.

(12)EmMadrugadados  Trapeiros (1877) mantém-se alcritica social. (13)ATalusio
metaférica a eventos e episédios da histéria de Portugal inicia-se em Historias de Viageiros
([@87). (14)[Fausto] Inspirando-se [ENNPEICOINACAON(ECINAONINICHUCSMPINEONNI01A))
(15)[Fausto] concebeu CNEPHPOFIESIENRIONAGINE (1932), (16)[Por este Rio Acima foi]
gravado Gom UM significativo niimero de colaboradores! (17)0albUm constituiu BiSeumaior
éxito comercial e contribuiu significativamente para a popularidade que hoje detém. (18)A
evocagdo de géneros tradicionais e a sua associagdo & “didspora lusitana” foi seguida em
Crénicas Da Terra Ardente (1994).

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

10.2. GAC-VOZES NA LUTA
1974-1979

(1)Grupo que resultou do CAC - Colectivo de Acgéo Cultural, formado a 1 de Maio de 1974
porNiRiCiatVaNGENIOSENVIERONBIANEE. 12 scm clementos ligados ao PCP e sem “cantores
independentes™, (2)GHGAE integrava INIBIACONFAISIONFEManCoNIaranjeifalGNATONs0
Dias, (3)aos quais se juntaram elementos do coro da Juventude Musical Portuguesa.

(4)[O GAC] Organizado GomoNMaestrutUraipoliticoeUItliral (5)[0 GAC] constituiu-se GO0
cooperativa, publicando obras proprias e de outros autores, musicais e literérias. (6)Toda a
actividade dos elementos do GAC era militante. (7)e s espectdculos eram grauitos em

qualquer ponto do pas. (8)0 GAC apresentou-se em fébricas, comicios, greves e
manifestages, utilizando a mésica como propaganda ideolégica

(9)O grupo consolidou-se durante as sessdes que dariam origem ao LP A Cantiga E uma

BFMEN@S78) Reunindo cangdes gravadas com uma expressa intencdo politica, (10)8§

composigdes e letras sdo maioritariamente de J. M. Branco. (11)As letras narravam a luta dos
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trabalhadores contra a burguesia e os patrdes através de personagens tipificadas. Alem de
instrumentos associados & musica tradicional, (12)iSiiUMEntoSIexitacuropels figuram B
cangdes associadas as ex-colonias.

(13)No LP Pois Canté (1976), padrdes como a chula, géneros como o cante alentejano e a
utilizagdo de instrumentos tradicionais, denotam a crescente inspiragéo na mdsica tradicional
portuguesd. (14)NoTterceiro LP.ENVira Bom (1977); foram utilizadas pelalprimeira ez
FecolRaseTectlatas pormembBrosIaoNgrlipg, (15)[no terceiro LP] acentuando-se ENendencia
para a recriagdo da musica tradicional numa abordagem que constituiu uma referéncia para os
grupos que surgiram posteriormente.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

10.3. BRIGADA VICTOR JARA
1975

(1)[E] Primeiro grupo urbano de recriagéo, (2)[€] o Ginico em actividade continua desde 1975,
(3)a BVJ estabeleceu um novo modelo para a representagéo da mdsica tradicional (4)que
[modelo para a representacdo da musica tradicional] foi imitado [OENMUMEIOSOSIOIUPOSIE
mdsicos em todo o pais.

(5)[Brigada Victor Jara foi] Fundada ERiMCOIMBIANPOINEstUdanicsmempennatosmng
iRter/encacIpoliticaNeNnaNaccaoNcultlal, (6)[Brigada Victor Jara] integrou, ENSUGpRIMEItd
formaggo, Amilcar Cardoso, Fernando Jorge Seabra, Jorge Ribeiro Monteiro, Né Ladeiras,
ROSEIEAMBIraSIERZENVIANA. Durante os primeiros anos de actividade (7)[Brigada Victor Jara]
interpretou maioritariamente msica chilena (Violeta Parra e Victor Jara) e portuguesa de
CArGCICRINIEIVERTIVG. A partir de 1977 (8)[Brigada Victor Jara] passou a dedicar-se Elifilsica
iradicionalNaeNproveniencialiiral, (9)[Brigada Victor Jara] constituindo ifilEPErtorionde
COMPoSICoESVOCaISIENRSIFUMERIAIS, (10)[repertorio de composicdes vocais e instrumentais]
editado [OSHEPISIEIONEOraNIOZANENTAMBORISIFONEST9) (11)[Eito Fora e Tamborileiro]
que se fundam nas recolhas de Michel Giacometti e Fernando Lopes-Graga.
(12)Quem Sai aos Seus (1981) marcou o inicio de um processo mais elaborado de adaptagdes

do repertério tradicional. (13)Contraluz (1984), por sua vez. representou o culminar desta
etapa e uma maior abertura e liberdade criativa no tratamento do material musical.

Na segunda metade da década de 1980, (14)BMGlPE aproximou-se HEiMUSICAIpOPUIATUIDANE
(Monte Formoso, 1989), incluindo composigdes originais inspiradas no repertério tradicional,
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(15)onde surge uma maior variedade harmonica, solos instrumentais e improvisagdes.

A partir de entdo, (16)BHGHIBS comegou a actuar EGUIBHTENIGNGMNTESHVAISIOCNMUSICANE
noutros eventos internacionais especializados, da folk music e da world music. (17)universo
(i enformou GIEPIDARCASIEIFGIESIAS0S)

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

11. Protagonistas na Sombra

Além dos musicos (compositores, orquestradores, instrumentistas e cantores), (1)Vékies
pessoas e varios locais foram determinantes para a criaggo musical. (2)Os estldios da
foram local de registo de muitos dos discos de maior importancia na msica em Portugal.
(3)[Fonogramas] Gravados FEIGNCHGERNGIIONIGISOMINHUGONRIBSIFON@O2S)| (4)incluem-se
(5)Uma outra empresa, a portuense Radio Triunfo, inaugurou, em 1974, na Estrada da Luz, o

SeUESTitioENRiShoaNERfURCionamentolaieNioes. (6)NEIE [Estudio de Lisboa] se gravaram
diversos discos de Jilio Pereira, Banda do Casaco, Paulo de Carvalho, Fernando Tordo,

Sérgio Godinho ou Carlos Mendes, (7)todos eles, desde a primeira gravagéo - precisamente a
25 de Abril de 1974 — [gravados] pela méo do técnico José Fortes (1943).
(8)A editora de Arnaldo Trindade adquiriu o antigo estidio de Campolide (Lisboa),
(9)[Estudio de Campolide era] ENCMpIesaBPoIeom, ¢ sera depois da renovacdo desse
espago, em 1976, (10)GUEHVIGFERONPIREONEORS) i gravaria JoSENATORSONONGIIPONAFENS!
Oficio, José Cid, Fausto e vérios discos de poesia de Mario Viegas, entre muitos outros.

11.1. HUGO RIBEIRO

1925

(D)[E] IECRICONGENSER, (2)[Hugo Ribeiro] ¢ [NEOSIMAISNIMPORANIESNPIOgONISIAsNGA
gravagéo sonora em Portugal, com uma carreira de mais de cinquenta anos na Valentim de
Carvalho (VC).

(3) O cuidado com a qualidade da captagdo sonora que pautou o seu trabalho beneficiou
PriRCIpAIMERTENaSIGRAVACORSIBRNTRE0, (4)[Hugo Ribeiro] tendo efectuado [Baficamententodas
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as gravagbes de Amalia Rodrigues para a editora. (5)Também as gravagdes de mdsica
iradiciohalNENaENFaNChOSIOICIOREOSIGHE] na decada de 1950, (6)[gravacdes que] realizou i
norte do pais, serviram de referéncia para muito do repertorio posteriormente gravado por
Amélia.

Em meados da década de 1960 (7)[Hugo Ribeiro] passou a gravar [i0SHOVOSIESIUCIOSIARVC

EiIPACOIUENATEGS] (8)[Hugo Ribeiro] Adaptou-se EidiVeISidadeldaicdicaolmusicalidaicditoral
(9)[Hugo Ribeiro] mantendo SEMIpICICHteriOSIdegualidade (10)8[Hugo Ribeiro] respeitando
as caracteristicas proprias das configuragdes instrumentais e de géneros e estilos musicais, do

fado (Herminia Silva, Carlos Paredes), a0 pop- -rock (Petrus Castrus ou Tantra), passando
pela emergente musica popular portuguesa (Almanague ou Trovante). Na década de 1980,
(11)[Hugo Ribeiro] gravou AIGURSIGSIBFOIAGORISaSIAONOCKIpORUGUESIERtreoSIGUAISIURE
GNR ou Anténio Variagdes.

(12)[Hugo Ribeiro] Foi responsével pela gravagdo do som de vérias edicdes do Festival RTP
daNCancacNeNdeNmuitasicancoesIconcorentes, (13)[Hugo Ribeiro] tendo efectuado ESHSUAS
GItiMESIGravacosSIEmIg9d. No final do século, (14) [Hugo Ribeiro] iniciou HlCONVeISaoIpata
suporte digital do espélio da VC, (15)[espolio da VC] constituido por cerca de 4000 bobines,
(16)B[Hugo Ribeiro] colaborou [iENICCONSHUICAONHONATGUIVONtaReditora (17)[arquivo da
editora foi] parcialmente destruido fiGlicenciOIdONChIadoNIERIo88] (18)[arquivo da editora
foi] trabalho fundamental para a histéria do patriménio fonografico nacional.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenacdo Prof. Salwa Castelo-Branco
(Circulo de Leitores / Casa das Letras)

11.2. JOSE FORTES
1943

(1) IEBRBANGRISG, (2)[Jos¢ Fortes] cestaco-se FEUAGANEASSIESIGEIEER, (3
[captagoes] [ contribuiram FERETETNGANCAASHCA PO eSS e ES AE A
do século xx. (4)0 seu trabalho e personalidade, pautados pelo rigor profissional e afitude
colaborativa, tornerzm-no 0 técnico de som preferido de grande parte dos misicos em

Portugal.
(5)DESHENANIRTANCIANGUE sc interessava pelaNgravacaondensom, (6)[José Fortes] tendo
efectuado EIpFiMeIraIcaptacao paraaiEmissoraiNacional(Portoyaosisianos o, dois anos mais
tarde, (7)[José Fortes efectuou] EipTiMeItaIcapiacaolparaumalcticaoltiscooraticamamArnalco
Trindade.
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(8)[José Fortes] Ingressou [ialEaDrICANPOItUGUESANENDISCOSNUaNRAAIONTHIURTON(PORO)]
(9)BHEE [José Fortes] desempenhou VafiGSHUNGOEs. Em 1970 (10)[José Fortes] fixou-se Bl
Lisboa para dirigir as gravagdes que a editora realizava noutros estidios (APA, Nacional
FilMESIOUNPOIEOMN A partir de 1973, (11)[José Fortes] supervisionou ENCONSttUIGAONT0
EStlidicNaaeditoraNinaugurado em 1974, e (12)BHEE [estudio da editora] gravou [illioSIdos
musicos da emergente musica popular portuguesa: Sérgio Godinho, Banda do Casaco, José
Mério Branco, Paulo de Carvalho, Fernando Tordo, Fausto ou Adriano Correia de Oliveira.
Em 1979, (13)[José Fortes] demitiu-se PaiaisenjuntamaiCanosiDiasiCoelnoNoNpIojectondo
Angel Studio (1981), (14)onde na década de 1980 gravaram bandas e musicos como os
Herois do Mar, Téxi, José Afonso ou José Cid.

Em 1992, (15)[José Fortes] ingressou faBEGipIM, (16)[José Fortes] dando fOMacaONa0
[PESSOAINECHICT (17)8 [José Fortes] assumindo [OHOIONFaDAINOICENSOMIEMIVarIOSIprogramas
CIBVISIVOSIPIOGNZIERS. Paralelamente (18)[José Fortes] continuou ElEGHNVICEAUCICIOIAVAGAD
(19)[José Fortes] especializando-se fidicaptacaoldennstiumentosiacusticosieldennterpretacoes
de masica erudita.

Adaptado da «Enciclopédia da Musica em Portugal no Século XX» [no prelo], coordenagdo Prof. Salwa Castelo-Branco

(Circulo de Leitores / Casa das Letras)
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APPENDIX C

REGISTER ANALYSIS OF THE EXHIBITION NO TEMPO DO GIRA-DISCOS: UM
PERCURSO PELA PRODUGCAO FONOGRAFICA PORTUGUESA

Sectional Texts

1. Antes de 1960;

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS
1. [...], foram os fonogramas ajudaram
que
3. e [as gravacdes] foram efectuadas
4. Com a fundagdo da Emissora | criou-se
Nacional (1935)
9. No sistema de producdo da separava
Rédio, onde se
8. [...] onde os cantores aprendiam
10. [...] a cancdo ligeira tornou-se
11. Os espectaculos de tornaram-se
variedades — como o “Serdo
para Trabalhadores” e os
“Festivais da Cang¢ao” -
14. [O acompanhamento desempenhado
musical] muitas das vezes
16. [...], uma nova geragdo de ajudou
cantores
17.[...], a “cangdo ligeira”, produzida

GOAL

a disseminacéo da masica.

por empresas estrangeiras.
uma grande estrutura de producéo musical [...]

o trabalho de composicéo, orquestragdo e
interpretacéo [...]

as técnicas para interpretar can¢des em palco ou
para gravacao.

0 género mais popular.

eventos usuais e periédicos.

por orquestras.

a modernizagdo da cancdo ligeira aproximando-
a dos estilos internacionais: Simone de Oliveira,
Antonio Calvério, Madalena Iglésias e Artur
Garcia.

na Emissora Nacional [...]

B. MENTAL PROCESS: PROCESSES OF SENSING

PHENOMENON
a musica gravada e era preciso diversificar para
agradar aos diversos publicos, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

SENSOR PROCESS

6. Como a musica “viva” era preferida
CARRIER PROCESS

2. [...], muitas das gravacoes eram

5. [Emissora Nacional]
13. Muito importante na gravagao
18. ou [a cancdo ligeira]

20. A emergente musica Pop Rock
americana

[€] constituida
era
[€] oriunda

ndo estava
practicamente

ATRIBUTE

de musica de pegas de teatro musical, fado e musica
erudita [...]

por grupos orquestrais, maestros, compositores e
intérpretes.

0 acompanhamento musical [...]

de pegas do Teatro Musical (“Revista” ou “Opereta”),

L]

a venda em Portugal.
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E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
12 [...], a exposicéo mostra fonogramas de cinco dos mais populares: Alberto
Ribeiro (1920-2000), Artur Ribeiro (1923-1988),
Francisco José (1924-1988), Rui de Mascarenhas
(1929-1987) e Maria de Lourdes Resende (1927).

15. Varios musicos se destacaram nos arranjos e orquestracdo, Fernando Carvalho (1913-
1967), Tavares Belo (1911-1993) ou Jodo Nobre (1916-
2002.)

19. [..., a cancdo ligeira] predominou na edicéo discografica.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXHISTING AND HAPPENING

PROCESS EXISTENT
7. formou-se 0 Centro de preparacéo de artistas da radio [...]

2. Da Radio ao Disco 1960-1969 (From Radio to Record 1960-1969);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. [...], uma nova geracdo de musicos compositores e | adoptou 0S Novos estilos em voga no jazz e na masica
orquestradores como Jorge Machado (1927-2006), pop internacional.
Thilo Krasmann (1933-2004) ou Jorge Costa Pinto
(1932)
2. [...] a “cang@o ligeira” francesa e italiana foi chegando ao pais.
3. O Festival da Cancédo Portuguesa (1958) deu lugar ao Festival da Cancédo da RTP (1964).
5. e [Joaquim Luis Gomes e Shegundo Galarza] ajudaram a mudar = a “cancdo ligeira”.
B. MENTAL PROCESS: PROCESSES OF SENSING
SENSOR PROCESS PHENOMENON
4. Também Joaquim Luis Gomes | souberam actualizar- se [...]
(1914)
C. RELATIONAL PROCESS: PROCESSES OF BEING
CARRIER PROCESS ATRIBUTE
6. De entre os cantores tiveram um papel importante Simone de Oliveira (1938), Madalena
Iglésias (1939), Paula Ribas (1934), Ant6nio Calvario (1938),
Artur Garcia (1937), Tony de Matos (1924-1989) ou Jodo
Maria Tudella (1929).
8. Quanto a autores de letra e foram varios os que se destacaram, entre eles, Anténio José (1929-
compositores, 2003), Eduardo Damas (1921-2005) e Manuel Paido (1926-
2005), Carlos Canelhas (1927) e N6brega e Sousa (1913-
2001).
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E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

7. de todos Se mostram fonogramas na exposicéo.

3. Da Réadio ao Disco 1970-1980 (From Radio to Record 1970-1980);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. Algumas cancdes que desde 1966 venceram 0 Festival RTP da cangdo [...]
7. [Carlos do Carmo] que vindo do universo marcou a cancdo ligeira de entéo.
fadista fortemente
8. José Calvario (1951) e Pedro Osério (1939) tornaram-se arranjadores, orquestradores e maestros muito

requisitados, a par de Thilo Krasmann, Shegundo
Galarza ou Jorge Machado, ainda activos.

10.[...], a “cancdo ligeira” deixou na radio e na televisao [...]
praticamente de
Se ouvir

11. [... cancéo ligeira] reaparecendo a partir de 1977, com Marco Paulo (1945).
em pleno

12. Também os Gemini (1976-1979), criados a trouxeram 0 pop a cangdo ligeira.

imagem dos Abba por Tozé Brito (1951) e Mike

Sergeant,

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON

3. [Novos criadores] inspirados pela masica ligeira italiana e francesa, pela bossa-
nova e pelo jazz e pop-rock anglo-americano, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATRIBUTE

4. [order] novos criadores, como o poeta José Carlos | [...] sdo protagonistas dessa mudanca
Ary dos Santos (1936-1984) e os compositores

Nuno Nazareth Fernandes (1942), Carlos Mendes

(1947), Fernando Tordo (1948) e Paulo de Carvalho

(1947).
5. estes trés ultimos sdo igualmente intérpretes.
E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

2. Ele e Ela, Verdo ou apontavam ja para uma mudanca dos estilos musicais.

Desfolhada,

6. Notabilizaram-se também Paco Bandeira (1945), Tonicha (1946), e Carlos
do Carmo (1939), [...]

9. Fernando Correia Martins destacaram-se como orquestradores e instrumentistas.

(1936) e Mike Sergeant (1945),

por sua vez,

13. Tozé Brito destacou-se ainda como compositor e autor de letras, a par de

Joaquim Pessoa (1948), da dupla Jodo Henrique
(1950-2000) e Fernando Guerra (1948) e de
Nuno Gomes dos Santos (1947).
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4. Novos Ritmos, Novas Dancas, Novos Estilos 1960-1967 (New Rythms, New Dances, New Styles
1960-1967);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

1. Os estilos do pop e rock foram adoptados tardiamente em Portugal.

3. Os musicos premiados com a gravacdo de um disco no concurso Caloiros da
Cancéo, da Radio Renascenca.

4. [...], outros musicos editaram discos, entre eles Zeca do Rock (1943) [...]

5. [Zeca do Rock] que, em 1961, gravou a cangdo Sansdo Foi Enganado.

6. A popularidade da musica pop anglo- levou muitos grupos.

americana, especialmente dos ingleses jovens a

Shadows e Beatles, formarem

8. O Conjunto Mistério (1963-1967), que = estaria na origem do Quarteto 1111;

mais tarde

9. Os Ekos (1962-1970), com o baterista | gravando seis discos ao longo da década;

Mério Guia (fundador do Rock Rendez-
Vous na década de 80) e o baixista Zé
Nabo, também dos mais populares,

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATRIBUTE
11.[...], o Quinteto Académico (depois Quinteto = passaram Pedro Osdrio, Jean Sarbid, Dany Silva ou Mike
Académico + 2) (1960-1969), por onde Sergeant, além de varios musicos estrangeiros.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
10. O Conjunto Jodo Paulo (1962-1979), da popularizou cangdes como Hully Gully do Montanhés ou
Madeira — o primeiro grupo pop-rock Milena (a da Praia), cantadas por Sérgio
portugués a gravar um LP — que Borges;

F. EXISTENTIAL PROCESSES: PROCESSES OF EXHISTING AND HAPPENING

PROCESS EXISTENT

2. [order] conta-se, em 1960, um fonograma do cantor e guitarrista = Entre as primeiras gravagoes,
Daniel Bacelar (1943) e do duo Os Conchas (1960-1963).
7. Entre este, contam-se 0s Sheiks (1963-1969), um dos mais populares;

5. Novos Ritmos, Novas Dancas, Novos Estilos 1967-1974 (New Rythms, New Dances, New Styles
1967-1974);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1.[...], o programa “Em Orbita” emitiu pela primeira | uma musica de um grupo portugués [...]
vez
2. [Em Orbita] espaco do Rédio Clube Portugués dedicado ao pop-rock [...]
5 [nova era na producédo nacional] em que passou a ser possivel musica pop para ouvir e ndo apenas para dangar.
conceber
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9. [...], os Pop Five Music Incorporated (1967-1972), comegaram por versdes de composicdes estrangeiras, [...]
de Tozé Brito, Paulo Godinho e, mais tarde, Miguel registar
Graca Moura,

10. para, em 1969, [os Pop Five Music gravarem 0 primeiro e Gnico LP, editado por Arnaldo
Incorporated] Trindade.

15. [order] que Pinho e Linhares viriam a integrar [Banda do Casaco]

16. Destaque ainda para os Objectivo (1969-1972), | colaboraram Mike Sergeant, Zé Nabo, o inglés Jim Cregan
de Kevin Hoidale (musico norte-americano na altura (que mais tarde tocaria com Rod Stewart), e 0s
a residir em Portugal), no qual bateristas Zé da Cadela e Guilherme Inés.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
8. [...] mas o grupo conciliou as experiéncias mais ousadas com sucessos
comerciais.
12. [projecto peculiar] orientado pelos textos de Antdnio Pinho e pela musica de

Lufs Linhares.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATRIBUTE
7. O primeiro LP, Quarteto 1111 (1970), foi um manifesto contra o regime politico e a guerra
colonial, o que impediu a sua comercializagao [...]
11. A Filarmonica Fraude (1968-1971) foi um projecto peculiar, [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
3. A honra coube a A Lenda de El-Rei D. Sebastido, do Quarteto 1111
(1967-1977)
6. Com este “novo” rock, proximo do torna-se ainda a importancia do processo de gravagao na
“psicadélico”, evidente composi¢do musical.
13. O grupo distinguiu-se pela abordagem satirica da Histdria de Portugal, [...]

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

BEHAVER PROCESS
14. [order] pela Banda do Casaco, [...] [...] atitude que seria sequida

F. EXISTENTIAL PROCESSES: PROCESSES OF EXHISTING AND HAPPENING
PROCESS EXISTENT

4. [A lenda de el-Rei D. Sebastido] uma nova era na producéao nacional [...]
iniciando assim
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6. Novos Ritmos, Novas Dancas, Novos Estilos 1974-1980 (New Rythms, New Dances, New Styles
1974-1980);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1.[...], os Petrus Castrus (1971- marcaram a diferenca com a edicdo do LP Mestre (1973) [...]
1980)
4. [Mestre] gravado em Franca, no mesmo estddio utilizado por José Afonso e José
Mario Branco, [...]
7. Dois outros projectos de nascem em meados da década: a Banda do Casaco (1974-1984) e os Tantra
importancia primordial (1976-1981), activos novamente desde 2000.
10. [...] os membros do grupo, fizeram da musica a sua actividade profissional.

entre os quais Sérgio Castro e
Alvaro Azevedo (futuros
Trabalhadores do Comércio),
Antdnio Pinho Vargas e André

Sarbib,

11. [H& que Violentar o Sistema] | [foi] editado um ano depois do primeiro LP dos Sex Pistols, [...]

14....] o Corpo Diplomatico edita 0 seu Unico LP Musica Moderna (1979).

(1979-1980)

15. [...] grupo que daria origem aos Herdis do Mar [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING
CARRIER PROCESS ATRIBUTE

2. [... os Petrus Castrus] [sao] dos irmdo José e Pedro Castro (e, no inicio,
também de Jalio Pereira) [...]

5. Mestre é 0 primeiro LP portugués a aproximar-se do “rock
progressivo”, [...]

8. [...], os Arte & Oficio (1975-1982) foram também precursores do movimento de expansdo do rock
portugueés.

9. [Os membros do grupo] [tinham] com uma estrutura de produgdo de espectaculos e
marketing (clube de f&s incluido), [...]

12.[...], H& que Violentar o Sistema (1978), é 0 primeiro disco punk portugués.

dos Aqui d’el Rock (1978-1980)

13. [O corpo diplomatico] [tinha] Com um passado nesse género, [...]

17. [LP de estreia] apelidado de “pioneiro” do rock portugués, a par dos UHF.

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER
3. [...] no qual, num contexto rock, abordam a obra de poetas como Sophia de Mello Breyner, Ary dos
Santos ou Alexandre O’Neill.
6. [...] tendéncia que se acentuaria na 6pera-rock Ascensao e Queda (1978).
16. Destaque para o LP de estreia de Rui Veloso (1975)
ainda
18. As cangdes de Ar de Rock evidenciam, uma grande inspiracdo de blues americano.
no entanto,
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7. Para uma Nova Musica Popular Portuguesa 1960-1968 (For a New Portuguese Popular Music

1960-1968);
A. MATERIAL PROCESS: PROCESSES OF DOING
ACTOR PROCESS GOAL

5. [...], Adriano gravou Trova do Vento que Passa, [...]

6. [...] cancédo [feita por] de Anténio Portugal sob poema de Manuel Alegre.

7.[...], José Afonso (apenas acompanhado pela gravou Os Vampiros e Menino do Bairro Negro, [...]

guitarra de Rui Pato)

9. [...], Luis Cilia publicou 0 seu primeiro LP, Portugal-Angola- Chants de Lutte

(1964), [...]
B. MENTAL PROCESS: PROCESSES OF SENSING
SENSOR PROCESS PHENOMENON

12. [...], LP em que Cilia recorre a obra de poetas contemporaneos (José Saramago,
José Gomes Ferreira ou Antonio Borges Coelho) e
cléssicos (Camdes ou Garret), numa fusdo de
saberes e culturas de matriz lusitana.

C. RELATIONAL PROCESS: PROCESSES OF BEING
CARRIER PROCESS ATRIBUTE

1. As eleigdes presidenciais em que foram acontecimentos politicos determinantes para a

concorreu Humberto Delgado (1958) ou 0 emergéncia de novos cantores [...]

inicio da guerra colonial (1961)

16. [...] [cancdo ligeira] que passou a ser associada ao regime politico de entdo e ganhou mais tarde

a designagao de “nacional-cangonetismo”.

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

BEHAVER PROCESS
11. [order] La Poésie Portugaise de Nos Jours et de Toujours 1, [...] [..] sai
14. [order] pelo proprio compositor/autor (cantautor). [Nova musica popular] interpretada

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
2. [...] [acontecimentos politicos determinantes] mostravam a insatisfacdo e discordancia relativamente a
que, através de poesia de militancia e intervencao politica do Estado Novo.
social
3. Entre estes, viriam a José Afonso (1929-1987) e Adriano Correia de
notabilizar-se Oliveira (1942-1982).
4. O EP Baladas de Coimbra (1962), do primeiro, mostrava ja um afastamento dos estilos padréo da cancéo de
Coimbra.
8. [...] cancdes que indicaram 0 caminho para uma nova musica popular
alternativa a “cangdo ligeira”.
10. [...] no qual criticava 0 regime de Salazar.
fortemente
13. A “balada”, cultivada por José Afonso e evidenciou uma nova musica popular, [...]
Adriano,
15. A adopcéo de textos de teor politico e a sua fé-la opor-se a “cangdo ligeira”, [...]

transformac@o em “cangdo de protesto”
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8. Para uma Nova Musica Popular Portuguesa 1968-1971 (For a New Portuguese Popular Music
1968-1971);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
7. [...] onde [Zip-Zip] estreou a cangdo Pedra Filosofal, [...]
9. Francisco Fanhais (1941) gravou apenas dois discos (um EP e um LP), [...]
13. [...], [estilo interpretativo] que deu profundidade as letras em que alertava para a
precariedade social do pais.
15. [...] e a tomada de posi¢do contra o valeu-lhe a proibicéo de exercer a sua actividade.
regime
B. MENTAL PROCESS: PROCESSES OF SENSING
SENSOR PROCESS PHENOMENON
10. [...] mas o seu lugar na histéria ficou a dever-se a composicles como Cantilena (1969), Cantata da
Paz, Porque, Corpo Renascido ou Quadras do
Poeta Aleixo (1970).
C. RELATIONAL PROCESS: PROCESSES OF BEING
CARRIER PROCESS ATRIBUTE
3. [...] [cancéo Livre] [tem] com um poema de Carlos de Oliveira iniciado pelos
versos “Nao hd machado que corte/ a raiz a0
pensamento’.
4. Um segundo disco foi imediatamente proibido pela censura, [...]
5.[...] a can¢do “O Sangue Néo D4 Flor” era um libelo contra a guerra colonial.
8. [Pedra Filosofal] [tem] com poema de Anténio Gededo.
11. [Estilo interpretativo] [tem] Com acompanhamento seu ou de Fernando Alvim e
de Pedro Caldeira Cabral, [...]
14.[...] o cantor era Sacerdote da Igreja Catdlica, [...]
E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER
2. [...] o primeiro disco de um jovem cantor de populariza a cancao Livre, [...]
Vagos, Manuel Freire (1942)
6. Manuel Freire viriaa no programa televisivo Zip-Zip (1969), [...]
notabilizar-se
12. [...] Fanhais distinguiu-se por um estilo interpretativo assente na voz grave e
expressiva, [...]
F. EXISTENTIAL PROCESSES: PROCESSES OF EXHISTING AND HAPPENING
PROCESS EXISTENT
1.[...], emergiu um novo grupo de compositores e intérpretes.
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9. Para uma Nova Musica Popular Portuguesa 1971-1974 (For a New Portuguese Popular Music

A. MATERIAL PROCESS: PROCESSES OF DOING

1971-1974);
ACTOR PROCESS
1. O ano de 1971 marcou
2.[...] [o ano de 1971] com a edicdo
3. Ambos trabalharam

4. [Estldio francés de Michel Magne] onde dispuseram

5. [...] [meios técnicos inexistentes em enriqueceram
Portugal] que

6. [...] [meios inexistentes em Portugal] tornando-os
9. [...], [José Niza] escreveu

10. [...] ambas vencedoras
11. O empresério portuense Arnaldo contribui
Trindade (1934), [...]

12. [...] [Arnaldo Trindade] que em 1958 criara

GOAL

0 ponto de viragem na musica popular portuguesa [...]
do LP Mudam-se os Tempos, Mudam-se as VVontades,
de José Mario Branco (1942), e do EP Romance de Um
Dia na Estrada, de Sérgio Godinho (1945).

em conjunto no estudio francés de Michel Magne, [...]
de uma série de meios técnicos inexistentes em
Portugal [...]

a sonoridade dos discos, [...]

uma referencia da época, a que se seguiu a utilizagéo de
estidios em Madrid e em Londres por outros misicos
portugueses.

a letra da cangdo E Depois do Adeus (1974), com
musica de José Calvario, e a musica Uma Flor de
Verde Pinho (1976), com letra de Manuel Alegre, [...]
do Festival RTP da cancéo.

de forma relevante para o desenvolvimento da
producdo musical e fonografica.

a etiqueta Orfeu, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS
8. [...] [José Niza] [€]

ATRIBUTE

[compositor] das composigdes dos LP’s Gente de
Aqui e de Agora (de Adriano Correia de Oliveira) e
Fala do Homem Nascido, album de 1972 sobre
poesia de Antonio Gedeéo.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS
7. [order] [...], José Niza (1938), autor de destacou-
cangdes como Cantar de Emigracéo ou E
Alegre se Fez Triste,
13. [Arnaldo Trindade] Notabilizou-se

RECEIVER

-se também.

pela gravagdo de poesia declamada, pela postura
empreendedora e concorrencial e também pela
publicacéo de fonogramas de musicos opositores ao
regime politico, como Adriano Correia de Oliveira e
José Afonso.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXHISTING AND HAPPENING

PROCESS EXISTENT

14. [order] estdo na exposigao. Muitos desses discos
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10. Para uma Nova Musica Popular Portuguesa 1974-1980 (For a New Portuguese Popular Music
1974-1980);

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

1. A revolugéo de 25 de Abril ficou marcada por E Depois do Adeus (interpretada por Paulo de Carvalho) e

de 1974 Grandola vila Morena (de José Afonso), e Grandola Vila Morena
(de José Afonso)

4. [...], [a Orfeu] que editou as duas cancoes, [...]

5.[...], [a Orfeu] continuou no periodo | fonogramas de musicos associados a “cangdo de intervengio”

pos-revolucéo a editar | como Fausto (1948), Vitorino (1941) ou José Jorge Letria

(1951).

7.[..] [Vitorino] criando um repertério que incorpora a musica tradicional e tematicas
urbanas (N&o Ha Terra que Resista — Contraponto, 1979), [...]

8. [...] José Jorge Letria, desenvolveu uma carreira musical entre finais de 1960 e o inicio de 1980, com

escritor, cangdes criticas do salazarismo.

9. De Viva Voz (1973) foi gravado em concerto — “ao vivo” — [...]

13. Barata Moura, [...] desenvolveu em um repertorio para o publico infantil.

paralelo

14.[...], [Barata Moura] que iniciou a carreira musical no meio académico, [...]

15. Muitos dos grupos tentaram conciliar a musica tradicional divulgada pelos trabalhos de Lopes-Graca,

formados ap6s o 25 de Abril Giacometti e Veiga de Oliveira com as tematicas da nova luta
politico-partidaria.

16. Tanto 0 GAC — Vozes na contribuiram para o desenvolvimento da musica popular portuguesa neste

Luta (1974-1979), [...], como a periodo.

Brigada Victor Jara (em
actividade desde 1975) e os
Trovante (1976-1992),
B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
17.[...] [GAC] orientado Por José Mario Branco, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATRIBUTE
2. [E Depois do Adeus e Grandola, Vila Morena] = [foram] senhas do inicio das operacdes militares.
3. A Orfeu [é] de Arnaldo Trindade, [...]
10. [...], [De Viva Voz] sendo 0 primeiro registo do género na nova musica popular
portuguesa.

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

BEHAVER PROCESS
6. Vitorino desenvolveu uma carreira a partir de 1975, [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
11. Também José Barata Moura (1948) e Pedro se nesta altura.
Barroso (1950) evidenciaram
12.[...], [José Barata Moura e Pedro Barroso] revelados pelo Zip-Zip (1969) [...]

cantores
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11. Protagonistas na Sombra

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
3. [Fonogramas] Gravados pelo engenheiro de som, Hugo Ribeiro (1925), [...]
5. Uma outra empresa, a portuense inaugurou, em 1974, na Estrada da Luz, o seu estldio de Lisboa,
Rédio Triunfo, em funcionamento até 1985.
6. Nele [estadio de Lishoa] se gravaram diversos discos de Julio Pereira, Banda do Casaco,

Paulo de Carvalho, Fernando Tordo, Sérgio Godinho
ou Carlos Mendes, [...]

7. todos eles, desde a primeira [gravados] pela méo do técnico José Fortes (1943).

gravacgdo — precisamente a 25 de

Abril de 1974 -

8. A editora Arnaldo Trindade adquiriu 0 antigo estudio de Campolide (Lisboa), [...]

10. que Moreno Pinto (1933) ali gravaria José Afonso, o grupo Arte & Oficio, José Cid, Fausto e
varios discos de poesia de Mario Viegas, entre muitos
outros.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. vérias pessoas e varios locais foram determinantes para a criagdo musical.
2. Os estudios da empresa Valentim foram local de registo de muitos dos discos de maior importancia da
de Carvalho, em Pago d’Arcos — a musica em Portugal
funcionar regularmente desde 1963 -
9. [Estudio de Campolide] [era] da empresa Polyson, [...]

F. EXISTENTIAL PROCESSES: PROCESSES OF EXHISTING AND HAPPENING
PROCESS EXISTENT

4. incluem-se quase todos os fonograms de Amalia Rodrigues, Duo Ouro Negro, Quarteto 1111
e José Cid, entre muitos outros.

Biographical Texts

1.. N6brega e Sousa — 1913-2001

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
4. com as quais venceu o Festival RTP da Cancédo (FRTPC).
6. onde fez 0 Curso Superior de Piano.
7. [Ndbrega e Sousa] comecou a ser solicitado como pianista e compositor por algumas das primeiras
emissoras de radio.
11. [N6brega e Sousa] colaborou com varias personalidades, [...]
12. [Né6brega e Sousa] [colaborou com] Jerénimo Braganca, [...]
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14. [N6brega e Sousa] recebeu em 1962 e 1963 o Oscar da Imprensa para o melhor compositor de

musica ligeira.

15. [N6brega e Sousa] compos nlmeros musicais para revistas do Parque Mayer e
musica para cinema.

16. 0 seu percurso foi configurado pela réadio, teatro de revista e FRTPC, [...]

17. cujas exigéncias enformaram a sua producdo e estilo musical.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. [E] um dos mais prolificos compositores da musica ligeira desde a
década de 1940, [...]

2. asuaobra é constituida por cangdes que abrangem varios estilos musicais,
[-]

5. [N6brega e Sousa] foi aluno de Tomas Borba, Luis de Freitas Branco e Viana da Mota
no Conservatério Nacional, [...]

9 [N6brega e Sousa] foi autor de varios programas radiofénicos na Emissora Nacional,
(-]

13. [Jerénimo Bragancal] [é] autor da maioria das letras das suas cancdes.

18. As suas composicoes caracterizam-se  pela diversidade na abordagem melédica, pelo rigor e imaginagao

das solugdes harmdnicas e pela sua articulagdo com o ritmo na
concepgéao do acompanhamento, [...]

19. em que adoptou um leque diversificado de estilos e tipologias ritmicas (valsa,
tango, swing).

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

BEHAVER PROCESS
8. [Nobrega e Sousa] Acompanhando cantores como Luis Picarra ou Maria de Graca
10. [N6brega e Sousa] assumindo, entre outras actividades, a selecdo de artistas e repertorio, [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

3. [Nobrega e Sousa] destacando-se | pelo sucesso mediatico Sol de Inverno (1965), interpretada por Simone
de Oliveira, Onde Vais Rio Que Eu Canto (1970), por Sérgio Borges, e
Sobe, Sobe Baldo Sobe (1979), por Manuela Bravo, [...]

2.1. Thilo Krasmann — 1933-2004

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

4. [Thilo Krasmann] estudou acordedo e piano na Alemanha, onde nasceu.

5. [Thilo Krasmann] fixa-se em Lisboa como professor de musica [...]

6. [Thilo Krasmann] integra 0 conjunto Hélder Martins, [...]

8. [Thilo Krasmann] cria 0 seu proprio conjunto, Thilo’s Combo, [...]

9. como o qual [Thilo’s Combo] constituiu um repertorio de estilos diversos.

11. [Thilo Krasmann] passa a dirigir uma pequena orquestra no programa televisivo Zip-Zip, [...]

12. [Thilo Krasmann] iniciando assim uma carreira como director musical, quer em programas
de televisdo, quer na producdo discorgrafica.

15. Estas colaboragdes marcaram 0 inicio de um longo periodo de actividade na televisao, [...]

16. em que [Thilo Krasmann] desempenhou varias funcoes.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [Thilo Krasmann] [foi] Director de orquestra, orquestrador, arranjador, compositor e
multi-instrumentista
2. 0s seus arranjos e orquestracoes, a par ~ foram decisivos para o desenvolvimento da musica ligeira em Portugal
das varias funcgGes que desempenhou na nas Ultimas quatro décadas do séc. xx.
industria discografica e na televis&o,
3. [Thilo Krasmann] [€] Filho de pais pianistas, [...]
10. A afinidade ao jazz e a bossa nova foram determinantes na configuragéo do estilo das suas orquestracoes.
13. [Thilo Krasmann] foi consultor e produtor de varios programas televisivos, [...]
17. [Thilo Krasmann] foi um dos orquestradores de maior sucesso do Festival RTP da

Cancdo, ao vencer seis edi¢des entre 1976 e 1997.

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR
BEHAVER PROCESS

7. [Thilo Krasmann] deixando o0 ensino para se dedicar em exclusivo apratica como instrumentista e arranjador.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
14. Nicolau no Pais das Maravilhas (1975), | destacou a musica da rabula Sr. Feliz e Sr. Contente.
onde se
18. A Casa da Imprensa distinguiu-o em 1970 pelo seu contributo para a valorizagdo da musica
portuguesa.

2.2. Simone de Oliveira— 1938

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

5. [Simone de Oliveira] inicia a partir de entdo um percurso mausical de grande projecao
medidtica.

7. o Festival RTP da cancdo, que venceu em 1965, com Sol de Inverno, e em 1969, com Desfolhada Portuguesa,
dois dos seus maiores éxitos.

8. [Simone de Oliveira] desenvolve também a sua carreira no tratro de revista, teatro musical e
teatro declamado, no cinema e na televiséo.

9. [Simone de Oliveira] trabalha como apresentadora, locutora e produtora de radio e jornalista.

12. [Simone de Oliveira] interpretou cancOes de compositores, autores de letras e orquestradores

ligados ao teatro de revista, a Emissora Nacional e aos
primeiros Festivais RTP da cancdo.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [E] cantora e actriz.
2. [Simone de Oliveira] é uma das mais destacadas intérpretes de musica ligeira a partir da
década de 1950, [...]
3. [Simone de Oliveira] tendo obtido grande projecéo através da radio, da televisao e da edicao
fonogréfica.
4. [Simone de Oliveira] [foi] admitida no Centro de Preparacdo de Artistas de Radio da Emissora

Nacional em 1957, [...]
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6. Grande parte desse sucesso deve-se a participagdo em diversos festivais nacionais e internacionais,

[-]
10. [Simone de Oliveira] é também apresentadora de televisdo.
13. o seu repertério passou a integrar também as letras de Ary dos Santos ou da sua propria autoria,

musicadas e orquestradas por uma nova geragdo de compositores
também ligados ao pop-rock.

14. O seu estilo caracteriza-se por uma dicgéo clara, pelo uso do rubato e de mudancas de
timbre e de dinamica, especialmente em notas prolongadas, de
modo a potenciar o sentido do texto.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER

11. [order] entre outros, pela Casa da Foi distinguida, [Simone de Oliveira]
Imprensa (1962,1963) e com o Grande

Oficialato da Ordem do Infante D. Henrique

(1977).

3.1. Fernando Tordo — 1948

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

2. [Fernando Tordo] comecgou a aprender viola e a cantar aos 12 anos [...]

4. [Fernando Tordo] substituiu Carlos Mendes como vocalista principal e “guitarra-
ritmo” nos Sheiks.

5. [Fernando Tordo] desenvolveu uma colaboracéo com Ary dos Santos, [...]

6. [colaboracéo] da qual resultaram perto de 400 composicdes, entre cangdes, musica de
cena e musica para cinema.

8. [Fernando Tordo] tendo vencido as edigdes de 1973, com Tourada (uma cangéo que se

tornou emblematica da oposicéo ao regime ditatorial), e
de 1977, com Portugal no Coracao, interpretada pelo
grupo Os Amigos.

9. [Fernando Tordo] colaborou com o arranjador canadiano Dennis Farnon e com Luis
Villas-Boas no seu primeiro album, Tocata (1973).
11. para a qual gravou varios fonogramas.
12. A morte de Ary dos Santos, em 1984, = marcou uma nova etapa na sua carreira, [...]
13. seguindo-se uma da sua actividade, [...]
diminuicao

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [E] Cantor, compositor e autor de letras.
3. [Fernando Tordo] Veio a integrar 0 grupo Deltons aos 16.
7. A sua participacdo em sete edicoes | foi determinante para a sua carreira a solo como cantor e compositor.
do Festival RTP da cancéao
14. [diminuic&o da actividade] [é] consequéncia de um menor interesse das editoras pelas suas
composicgdes.
15. [Fernando Tordo] grava Anticilone (1984) e A llha do Canto (1986), em colaboracdo com

compositor e orquestrador Francois Rauber (que antes trabalhara
com Jacques Brel), [...]
17. os seus fonogramas originais sdo, na sua totalidade, edi¢cdes de autor.
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E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
10. Durante este periodo destaca-se a fundacéo da cooperativa discografica Toma L& Disco
(1975) [...]
16. [order] com o prémio “Se7e de | sido galardoados tendo estes discos

Ouro”.

3.2. Paulo de Carvalho — 1947

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

1. [E] Cantor, compositor e autor de letras.

4. [Paulo de Carvalho] iniciou 0 seu percurso musical em 1963 nos Sheiks, [...]

5. [Sheiks] no qual tocou bateria, [...]

6. [Sheiks no qual] compas, [..]

7. [Sheiks no qual] e cantou, [...]

12. Paulo de Carvalho venceria este certame em 1974 com E Depois do Adeus, [...]

14. [Paulo de Carvalho] dedicou-se a composicao do seu préprio repertorio, [...]

15. [Paulo de Carvalho] iniciando colaboragdes com varios musicos, de Jalio Pereira a Carlos do
Carmo, [...]

16. para quem [Carlos do Carmo] compds O Cacilheiro ou Os Putos, [...]

19. que [Os Amigos] venceria a edicdo de 1977 do FRTPC, [...]

20. [Paulo de Carvalho] participou como actor em pecas musicais [...]

22. [Paulo de Carvalho] incorporou os estilos jazz-rock e o funk na sua musica [...]

23. e [Paulo de Carvalho] dedicou-se também a escrita de cangdes inspiradas no fado, [...]

25. [Paulo de Carvalho] interpretou fados consagrados com a Orquestra Filarmoénica de Londres e
com a Orquestra Sinfonica Portuguesa.

26. [Paulo de Carvalho] comemora 45 anos de carreira.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
17. cangdes que contribuiram para a recuperacédo do estilo performativo do fado.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

2. [Paulo de Carvalho] foi um dos protagonistas da musica popular portuguesa das Gltimas
décadas.

3. Nas suas can¢oes confluem varios estilos musicais com impacto em universos como o fado, a
musica ligeira e o pop-rock.

9. [improvisacdo vocal e falsete] que | viriam a ser fundamentais no seu estilo interpretativo e composicional.

10. [Paulo de Carvalho] integrou o Thilo’s combo e varios projectos experimentais, [...]

11. a sua carreira sO registou um salto significativo na década de 1970, sobretudo devido a
quatro participac@es no Festival RTP da Cangdo (FRTPC).

13. [E Depois do Adeus] tema que serviu de senha na revolucdo de 25 de Abril.

18. [Paulo de Carvalho] integrou 0 grupo Os Amigos, [...]

21. e [Paulo de Carvalho] foi responsavel pelo departamento de Artistas e Repertdrio da

editora Nova-Companhia da Msica.
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E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
8. [Paulo de Carvalho] destacando-se | pela improvisacéo vocal e pelo recurso ao falsete, [...]
24. [order] Os Meninos do Huambo destacando-se = 0 maior éxito da sua carreira.

3.3. José Carlos Ary dos Santos — 1936-1984

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

2. [José Carlos Ary dos Santos] escreveu mais de 600 poemas.

3. [José Carlos Ary dos Santos] contribuiu significativamente para a renovacao das tematicas da musica
ligeira portuguesa.

9. que [Desfolhada Portuguesa] venceu o0 Festival RTP da cangdo (FRTPC) de 1969.

10. [Desfolhada Portuguesa] interpretado  por Simone de Oliveira, [...]

13. [ Menina, Tourada e Portugal no vencedoras do certame que chegou a ser apelidado de “Festival Ary dos

Coragdo] igualmente Santos”.

14. Destaque para a colaboragdo com materializada  nos textos dos fonogramas Um Homem na Cidade (1976) e Um

Carlos do Carmo, Homem no Pais (1083).

15. [José Carlos Ary dos Santos] escreveu para teatro de revista, [...]

16. [José Carlos Ary dos Santos] contribuindo ~ para a renovagdo deste género e para a captagéo de novos
publicos.

17. [José Carlos Ary dos Santos] gravou ainda varios discos [...]

18. [José Carlos Ary dos Santos] recitando poemas da sua autoria ou de outros poetas como Camdes,

Bocage, ou José Régio, bem como o Serméo de Santo Anténio
aos Peixes, do padre Antonio Vieira.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
7. uma imagem que decorre da sua actividade politica e do facto de muitas das suas
letras se terem tornado uma referéncia.
11. A sua popularidade cresceu, alias, com as sucessivas apresenta¢des como autor de

letras em varias edi¢oes do FRTPC, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. [E] Poeta, letrista e declamador, [...]

4. Os seus textos denotam um recurso a imagens fortes, a linguagem do quotidiano e a
metéforas de teor satirico, ironico e de intervencgéo.

5. As tematicas escolhidas sdo 0 amor, o trabalho, a justi¢a, a soliddo, a cidade e as personagens
arquetipas de Lisboa.

6. Foi muitas vezes descrito como poeta panfletario, [...]

8. O seu primeiro texto editado em foi Desfolhada Portuguesa, [...]

fonograma

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER
12. destacando-se | Menina (1971), Tourada (1973) ou Portugal no Coracéo
(1977).
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4.1. Sheiks — 1963-1968

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

2. [Os Sheiks] formaram-se em 1963 por Carlos Mendes e Fernando Chaby, [...]

6. os Sheiks adoptaram a configuragdo de grupos como os Shadows ou os Beatles,
[.]

7. [os Sheiks] interpretando originais e versdes de éxitos internacionais.

9. [os Sheiks] gravaram varios fonogramas para a Valentim de Carvalho, [...]

11. [Os Sheiks] editaram duas can¢des em Franca, [...]

14. [os Sheiks] tocaram durante um més em Paris, [...]

15. e [os Sheiks] compuseram e duas cangoes, [...]

gravaram

16. [duas cangdes] editadas no mercado francés em 1967.

18. [os Sheiks] gravaram 0 Ultimo discos de originais, seperando-se em 1968.

19. [Os Sheiks] integraram ainda o grupo Edmundo Silva, Fernando Tordo, Luis
Moutinho e Luis Waddington.

20. [os Sheiks] gravaram uma selec¢do de cangdes do seu repertorio, interpretadas com
novos arranjos, [...]

21. [selecgéo de cancdes] dando origem a0 album Pintados de Fresco.

22. 0 grupo concebeu e um programa de televisao [...]

protagonizou
23. e [o grupo] gravou o0 album Sheiks Com Cobertura, com originais em portugués.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
5. e [os Sheiks] [eram] inspirados | pelas emergentes tipologias da muisica pop anglo-americana
associada a danca, [...]
17. [os Sheiks] optaram por regressar a Portugal no final de 1966.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [E] um dos mais conhecidos e relevantes conjuntos portugueses no
dominio do pop-rock da década de 1960, [...]
4. [Os Sheiks] [tinham] Com idades entre 0s 16 e 17 anos [...]
8. numa altura em que a musica n&o era ainda a prioridade das editoras em Portugal, [...]
10. onde [nos fonogramas] se incluem 0s originais Missing You e Tell Me Bird, dois dos maiores éxitos
do grupo.

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

BEHAVER PROCESS
3. a0s quais se juntaram Paulo de Carvalho e Jorge Barreto.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
12. que [duas cang¢des em Franca] chegaram a em tabelas de vendas
figurar
13. e [duas cancbes em Franca] foram citadas em periodicos da especialidade.
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5.1. A Galéxia José Cid

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
3. 0 Quarteto 1111 inicia a sua colaboragdo com outros intérpretes, [...]
4. entre os quais Tonicha, que gravou nesse ano composicdes de José Cid.
5. Cid colaborou Com José Cheta, com Filipa Van Uden, com o grupo Plexus

(de Carlos Zingaro, Celso de Carvalho e Luis Pedro
Fonseca) e com José Jorge Letria, entre outros.

6. [José Cid] gravou 0 primeiro LP em nome individual, [...]

7. José Cid, no qual utilizando a tocou todos os instrumentos.

gravagdo multipista

8. [José Cid] colaborou no primeiro disco da cantora Manuela Bravo, [...]

12. José Cid gravou Ainda com o Quarteto 1111 um segundo LP, [...]

13. [segundo LP] em que desenvovle os estilos do “rock progressivo” (Onde, Quando, Como,
Porqué, Cantamos Pessoas Vivas, de 1974), [...]

15. [Quarteto 1111] Mantendo a colaboragdo com outros musicos, [...]

16. 0 Quarteto 1111 gravou um single com a actriz Elisa Lisboa (1974).

17. José Cid venceria o Festival RTP da Cancdo com Um Grande, Grande Amor.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON

11. e [José Cid] beneficiando do éxito de cangbes como Vinte Anos, do grupo Green
Windows (1972-1977)

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. José Cid foi um dos musicos mais influentes das décadas de 1960 e 1970.
2. Os anos de 1966 e 1978 — desde a foram particularmente férteis.

primeira cangdo em disco, O Comboio,

gravada pelos Alamos, um conjunto de

Coimbra, até a edi¢do do LP 1000 Anos

Depois Entre Vénus e Marte, marco do

“rock progressivo” nacional -

10. [José Cid] [tem] uma carreira em franca ascenséo, [...]

14. [rock progressivo] [foi] [uma] tendéncia que seguiu nos trabalhos a solo Vida (Sons
do Quotidiano) (EP de 1977) e no LP j& referido de 1978, [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

9. onde destacou a utilizacdo do sintetizador Moog.
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6.1. A Banda do Casaco — 1973-1984

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS
1. [Foi] Formada

contribuindo
organizou-se

4. [a Banda do Casaco]
5. A sua actividade musical

6. O caracter experimental do modelaram
processo de composicéao e a

preferéncia pelo estidio de gravagao

7.0 que contribuiu
9. Ao segundo registo, Coisas do atingem
Arco da Velha (1976),

13. a influéncia da new wave e as moldaram
novas técnicas de producgéo musical

14. [o repertério] que se aproximou
15. O seu ultimo album, Banda do ¢ editado

Casaco com Ti Chitas,

GOAL
em Lisboa no final de 1973 por Nuno Rodrigues e Anténio
Avelar de Pinho, [...]
para o desenvolvimento da musica popular em Portugal.
em torno da adaptacgéo de textos de A. Pinho as ideias
musicais de N. Rodrigues.
a sua actividade, contando com a colaboracéo de vérios
cantores e instrumentistas, [...]

para a especificidade artistica de cada fonograma.
impacto junto do publico.

0 repertorio, [...]
dos estilos do pop-rock internacional.

em 1984, ja sem a presenga de A. Pinho, que abandonara o
grupo em 1980.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR
8. Com o primeiro album, Dos Beneficios
dum Vendidos no Reino dos Bonifacios
(1975)

evocam

PROCESS

PHENOMENON

temaéticas de matriz popular oriundas da tradigdo oral e
sonoridades associadas a musica medieval.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER
2. a Banda do Casaco

PROCESS
representou

ATTRIBUTE

uma corrente experimentalista de inspiracdo no pop-rock e no

movimento folk international.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS
3. [A Banda do Casaco] afirmou-se
10. O teor satirico dos trocadilhos e as = expressam
referéncias & masica tradicional
11. Com o album seguinte, Hoje H& | satirizam

Conquilhas, Amanha N&o Sabemos (1977),
12. [Banda do Casaco] retomando as

referéncias

6.2. Tantra—1976-1981

RECEIVER

ainda pela experimentacdo de formas e estilos, [...]
a critica aos valores e aos modos de vida no meio rural.

a instabilidade econémica e a preacariedade social.

a cultura popular em Contos da Barbearia (1978).

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR
3. 0 grupo

PROCESS

desenvolveu

GOAL

um repertério de composicdes originais em lingua
portuguesa caracterizado pelo virtuosismo e pela
exploracéo de tematicas alegoricas.
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5. os Tantra (palavra que evocauma  gravaram um primeiro fonograma onde o estilo que viriam a

forma de meditacdo indiana de que desenvolver era apenas aflorado.

M. Cardoso se tornara adepto)

6. 0 grupo desenvolve novas composicdes que revelam uma crescente
complexidade estrutural.

7. [Os Tantra] concebem um espectaculo [...]

8. onde a encenagdo se articula com a interpretacdo musical, abordagem inovadora na
performance rock em Portugal.

9. O impacto desta apresentacéo viabilizaria a gravacao do primeiro LP, Mistérios e Maravilhas
977), [..]

10. [Mistérios e Maravilhas] apresentado numa digresséo, estratégia de promogéo pouco comum
na época em Portugal.

11. A crescente popularidade possibilitou a realizagdo de um concerto no Coliseu dos Recreios de
Lisboa (1978), [...]

12. primeiro de um grupo portugués ter lugar nesta sala.

de rock a

13. Com uma nova formagao, com gravaram 0 album Holocausto (1978).

Pedro Luis e ja sem A. Gama,

14. Em Humanoid Flesh (1981) mantém 0 aparato cénico, [...]

15. e M. Cardoso transfigura-se em Frodo — personagem de O Senhor dos Anéis, de
Tolkien.

16. [Os Tantra] Cessam actividade nesse mesmo ano.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. Agrupamento musical constituido por Manuel Cardoso (viola eléctrica e voz), Armando Gama
(teclas), Américo Luis (baixo eléctrico) e Tozé Almeida (bateria)
[.]
4. [Os Tantra] [foram] [formados] em 1976, em Lisboa, [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

2. que se salientou, no final da década de 70, pela préatica do rock progressivo em
Portugal.

7.1. José Afonso — 1929-1987

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

1. [José Afonso] Comecgou a cantar em 1953, [...]

2. tendo [José Afonso] feito as primeiras gravacoes no emissor regional de Coimbra
da Emissora Nacional.

7. [José Afonso] participou no festival La Chanson de Combat Portugaise, em
Paris, com Luis Cilia, José Mario Branco ou Sérgio
Godinho.

10. As saidas para o estrangeiro multiplicaram-se.

11. [José Afonso] gravou em Londres (Traz Outro Amigo Também e Coro dos

Tribunais), em Paris (Cantigas de Maio e Venham Mais
Cinco) e em Madrid (Eu Vou Ser como a Toupeira).

13. As opgdes instrumentais incluiam uma variedade notavel de timbres provenientes de
instrumentos de varias culturas, tanto populares como
eruditas.
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14. [opcOes instrumentais] de ha
muito

16. A atitude de resisténcia

17. [José Afonso]

libertas do simples acompanhamento da viola, herdeira dos
tempos das baladas, [...]

mudou, naturalmente para uma postura pedagogica livre.

Deu 0s seus Ultimos espectaculos em 1983, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER
1. [José Afonso]
2. [José Afonso]

5. [order] o seu primeiro contrato
com uma editora em regime de
exclusividade (Edigdes Arnaldo
Trindade), [...]

6. [order] mas também a proibicdo da
difuséo radiofonica das suas cangdes.

9. [a sua popularidade]
18. [José Afonso]

PROCESS
[foi]
foi

Data

data

[era]
[estava]

ATTRIBUTE
Cantor, compositor e autor de letras, [...]
uma figura de referéncia na luta politica e um dos expoentes
maximos da vida musical portuguesa na segunda metade do
século xx.
de 1968.

[de 1968]

sinal de oposicdo ao regime, [...]
ja num estado de satde bastante debilitado.

E. VERBAL PROCESSES: PROCESSES OF SAYING

PROCESS RECEIVER
confirmou-se no inicio da década de 1970.

SAYER
8. A sua popularidade

12. a sua popularidade poético-musical

15. Esta nova linguagem

€ cresceu
sintetizava

a tradicdo da cangdo coimbrd, a cangdo trovadoresca, a
musica rural, os sons africanos, e 0s textos politicamente
empenhados.

reafirmou-se no LP Coro dos Tribunais, o primeiro disco p6s-1974.

7.2. Adriano Correia de Oliveira — 1942-1982

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR
2. Adriano Correia de Oliveira

3. [Adriano Correia de Oliveira]
4. [Adriano Correia de Oliveira]
7. [Adriano Correia de Oliveira]
8. Em 1963

13. Adriano

14. [Adriano Correia de Oliveira]
15. [Adriano Correia de Oliveira]
17. a componente instrumental

18. O sucesso comercial deste LP

20. [Adriano Correia de Oliveira]
21. [Adriano Correia de Oliveira]

PROCESS GOAL

integrou na adolescéncia, o conjunto Unido Académica de
Avintes, [...]

ingressou na Faculdade de Direito da Universidade de Coimbra,
[.]

gravando 0 seu primeiro disco em 1960, pela editora Arnaldo
Trindade, [...]

comecou a interpretar textos relacionados com os problemas que afectavam a
sociedade portuguesa.

foi editado 0 EP Trova do Vento que Passa, [...]

integrou cangdes tradicionais no seu repertorio, [...]

adaptando-as ao seu estilo de canto.

Gravou, em 1969, O Canto e as Armas, [...]

conjugava elementos da musica africana, do blues, do rock e da
musica tradicional.

valeu-lhe 0 Prémio Artista do Ano pela revista britanica Music
Week (1975).

afastou-se do meio musical.

foi condecorado

a titulo péstumo com a Ordem da Liberdade.
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6.

19. [Adriano Correia de Oliveira]

1.

2.
9.
10

11. [Trova do Vento que Passa] que,
pelo carécter de intervencdo politico-

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR
[Adriano Correia de Oliveira]

PROCESS

Desencantado

PHENOMENON

com a tradicéo da cancéo de Coimbra e a utilizacdo do fado
como expressdo da bonomia da vida estudantil, [...]

[estava] desiludido = com o processo politico em curso e incapaz de dar resposta

as necessidades de profissionalizagéo enquanto masico, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER

cujo repertorio
[Trova do Vento que Passa]
. [Trova do Vento que Passa]

social,

12

5.

16. onde a simplicidade melddica

. [Trova do Vento que Passa]

PROCESS
[E]

era constituido
[tinha]
[€]

marcou

constituindo

ATTRIBUTE
uma das figuras mais destacadas da “balada” e da “cangdo de
intervengao”, [...]
por sucessos da cangao italiana da época.
com letra de Manuel Alegre, [...]
um hino de resisténcia entre a comunidade estudantil que, [...]
um ponto de viragem na cangéo de Coimbra, [...]

um dos primeiros exemplos da “cangao de intervengdo”.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER
na qual

PROCESS
deixou registada

favorece

9.1. José Mario Branco — 1942

4.
5.
6.
8.
9.

10.
11.
12.

16.
17.

18.
20.

21

RECEIVER

toda a sua obra.
a compreensao do texto.

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR
[José Mario Branco]
[José Mario Branco] s6
[José Mario Branco]
No final da década de 1960
[José Mario Branco]
o0 disco
J. M. Branco
e [José Mario Branco]

0 GAC
uma experiéncia pioneira que

José Maério Branco
e [José Mario Branco]
. [José Mario Branco]
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PROCESS
exilou-se
regressando
conheceu
saiu
compds e gravou
chegaria
gravou
assinou

gravou
antecipava

compds
fundou
colaborou

GOAL
em Paris em 1963 por se opor a guerra colonial, [...]
a Portugal depois do 25 de Abril de 1974.
Sérgio Godinho, [...]
0 seu primeiro fonograma, Seis Cantigas de Amigo (1969).
as can¢des Ronda do Soldadinho e M&os ao Ar (1970).
a Portugal com capas brancas, sem a indicagdo do autor.
Mudam-se os Tempos, Mudam-se as Vontades [...]
a direccdo musical e os arranjos do LP Cantigas de Maio,
[-]
0 album Pois Canté, [...]
j& 0 movimento de recriagdo que maracria a musica popular
portuguesa de final da década de 70.
ainda para cinema e para teatro, [...]
a Companhia de Teatro do Mundo.
com outros compositores e musicos, como Amélia Muge,
Gaiteiros de Lisboa ou Camané.



B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON

7. [Sérgio Godinho] com quem partilhava 0 objectivo de criar uma cancéo popular portuguesa que
substituisse o “nacional cangonetismo”.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. [E] Compositor, cantor, autor de letras e arranjador, [...]

3. mas também pelas composicoes e se tornaram o paradigma da edificacdo da musica popular portuguesa do

arranjos que iltimo quartel do século xx.

13. [Cantigas de Maio] [€] de José Afonso.

14. Ambos sdo exemplos paradigmaticos do movimento de renovagédo da musica
popular portuguesa.

15. [José Mario Branco] foi um dos mentores e fundadores do Grupo de Accéo Cultural —
Vozes na Luta.

19. [José Mério Branco] foi actor e director musical do teatro comuna [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
2. José Mario Branco notabilizou-se | pelo carécter contestatario da sua masica, [...]

9.2. Sérgio Godinho — 1945

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

7. [Sérgio Godinho] Recusou o servigo militar e a Guerra Colonial, [...]

8. [Sérgio Godinho] iniciando um periodo de nove anos de exilio politico.

9. [Sérgio Godinho] Acompanhou 0 Maio de 1968 em Paris, [...]

10. onde conheceu José Mario Branco.

11. Sérgio Godinho integrou o0 elenco do espectaculo Hair durante dois anos, [...]

12. tendo o seu primeiro disco, Os saido em 1972.

Sobreviventes,

13. [Sérgio Godinho] fixou-se no Canada, [...]

14. onde [Sérgio Godinho] gravou 0 album Pré-Histérias e recebeu a noticia da revolucédo de
Abril de 1974.

15. [Sérgio Godinho] regressou a Portugal em Maio de 1974 [...]

16. e a partir de entdo [Sérgio desenvolveu uma intensa actividade musical, em comicios e espectaculos,

Godinho] a solo ou com os “Cantores de Abril”.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
2. [Sérgio Godinho] identifica-se pessoalmente com a expressdo cantautor.
4. [Sérgio Godinho] tendo como referéncia a cancéo francesa, a musica brasileira e 0s
Beatles, Rolling Stones e Bob Dylan.
17. As suas cangdes reflectem sobre multiplos aspectos da vida, nunca se cingindo a contestacao
politica.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

3. Sérgio Godinho foi um autodidacta na interpretacéo e na composi¢do musical, [...]

5. [Sérgio Godinho] Reconciliou-se com a musica portuguesa depois de conhecer José Afonso e Carlos
Paredes, [...]

6. [Sérgio Godinho] procurando um estilo proprio de compor e de cantar em portugues.

18. [As suas cancoes] Tém apontamentos sobre o amor, o quotidiano, retratos de personagens
—tipo, critica social ou interrogaces de caracter filoséfico [...]

19. [apontamentos] sdo abordados por diferentes estilos musicais, que vao desde a utilizagéoo do
quarteto de cordas ao conjunto instrumental do pop-rock.

20. O dialogo que estabeleceu é o0 exemplo mais evidente da transgeracionalidade da sua musica.

com 0S grupos portugueses desta

Gltima érea

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
1. Sérgio Godinho notabilizou-se | como compositor, intérprete, escritor, actor e realizador de cinema.

9.3. José Niza — 1938

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

2. [José Niza] integrou 0 Orfeon Académico de Coimbra (OAC) [...]

3. e [José Niza] colaborou no “movimento da balada”, liderado por José Afonso.

5. [José Niza] organizou os dois primeiros festivais internacionais de jazz que se realizaram
em Portugal (Festival Internacional de Jazz de Coimbra, 1967, 1968).

6. [José Niza] gravou em Paris discos de fados e baladas e desenvolvendo relagoes de
amizade com Vinicius de Moraes e Baden Powell.

7. [José Niza] prestou servico militar na guerra colonial em Angola em 1969.

8. [José Niza] compOs todas as cangoes do album Gente de Aqui e de Agora, de A. C. De
Oliveira.

9. [José Niza] recebeu 0 convite para dirigir a producdo musical da editora Arnaldo
Trindade Lda.

10. [José Niza] Compobs cerca de 300 cangdes [...]

11. e [José Niza] concorreu a vérias edicdes do Festival RTP da Cancao, [...]

13. [trés cangdes] que venceram este certame, entre as quais E depois do adeus, interpretada por Paulo

de Carvalho [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. [E] Compositor, autor de letras, arranjador, instrumentista e produtor
discografico.

4. [José Niza] foi um dos fundadores do Clube de Jazz do OAC.

12. [José Niza] tendo sido 0 autor das letras das trés cancoes [...]

14. [E Depois do Adeus] e que viria a ser a primeira senha da revolugao de Abril de 1974.

15. [José Niza] foi o responsavel pela introducdoo das telenovelas em Portugal.

16. [José Niza] Foi deputado a Assembleia Constituinte e a Assembleia da
Republica.

17. [José Niza] foi autor da Lei de Protecéo da Musica Portuguesa na sua Difuséo
pela Radio e pela Televisdo, aprovada por unanimidade em 1982.

18. [José Niza] Foi ainda co-autor do actual Codigo do Direito de Autor e dos Direitos
Conexos.

19. [José Niza] foi condecorado como Grande Oficial da Ordem do Meérito.
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9.4. Arnaldo Trindade, Lda. 1952-1983

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS
3. [Arnaldo Trindade] Gravou
4. [Arnaldo Trindade] editou

5. A popularidade alcan¢ada com os contribuiu
fonogramas do Conjunto Anténio

Mafra

7. a firma Arnaldo Trindade contribuiu

9. Arnaldo da Costa Trindade, filho assumiu
de Arnaldo Trindade,

GOAL
declamacéo de prosa e de poesia pelos préprios autores,
como José Régio e Miguel Torga, criando para tal a
etiqueta Orfeu.
maioritariamente intérpretes de fado, ranchos
folcldricos e conjuntos tipicos, [...]
para 0 aumento do investimento na gravagdo em outros
géneros.

para 0 movimento de renovacdo da musica popular
portuguesa e manteve esta linha editorial apds 1974,
[-]

funcdes idénticas a da equipa anterior.

10. Arnaldo Trindade comprou a fabrica de discos Radio Triunfo, em sociedade com
José Serafim.

11. O catalogo da Orfeu manteve-se inicialmente auténomo, [...]

12. mas [o catalogo] foi finalmente integrado no catalogo da editora Radio Triunfo em 1983.

13. J. Serafim viria a comprar, em 1986, a parte de Arnaldo Trindade na Radio

Triunfo.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS
L. [E]
6. a estratégia da editora passou pela
criagdo
8. [Arnaldo Trindade] sendo
responsavel

ATTRIBUTE
Editora discografica fundada no Porto nos anos 50 por Arnaldo
Trindade (1934), comerciante de electrodomésticos, [...]
de estruturas préprias de divulgacéo e distribui¢do, promogéao
concertada, representacdo em Portugal de catalogos de editoras
estrangeiras e organizacéo de espectaculos dos musicos
representados.
pela edicdo de musicos como Luis Cilia, José Jorge Letria, Sérgio
Godinho e Fausto.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS

2. que [Arnaldo Trindade] se destacou

10.1. Fausto — 1948

RECEIVER

por utilizar um modelo empresarial que estimulou a
competitividade na industria discografica em Portugal.

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS

2. Fausto desenvolveu

3. O seu primeiro EP, Fausto (1969), recebeu

GOAL

um estilo musical que viria a constituir uma das correntes
mais significativas da musica popular portuguesa nas
Gltimas duas décadas do século xx.

0 Prémio Revelagdo do programa radiofénico Pagina 1

(RR), [..]
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4.0que contribuiu para o prosseguimento de uma carreira musical e para a
gravacéo do primeiro LP (Fausto, 1970).

5. [Fausto] editou 0 seu segundo LP, Pro que Der e Vier, pela editora
Arnaldo Trindade.

8. Nele colaboraram José Afonso, José Niza e Vitorino.

11. [Fausto] encetou um processo criativo assente na estilizacéo de géneros e
tipologias ritmicas da masica tradicional portuguesa.

12. Em Madrugada dos Trapeiros mantém-se a critica social.

(1977)

15. [Fausto] concebeu 0 LP Por Este Rio Acima (1982), [...]

16. [Por Este Rio Acima] gravado com um significativo nimero de colaboradores.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
7.0 albim reflecte 0 entusiasmo pelo momento revolucionario vivido.
10. [Fausto] empenhado no desenvolvimento de uma musica popular
referenciada nas praticas tradicionais, [...]
14. [Fausto] inspirando-se na Peregrinacdo (Ferndo Mendes Pinto, 1614), [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. [E] Cantor, compositor, arranjador e autor de letras, [...]

6. [O album] [€] Constituido por composi¢des suas (letra e musica) e textos de
autores como Alexandre O’Neill ou Eugénio de Andrade, [...]

9. A apreensao pela orientagdo que enformou as tematicas de Um Beco Com Saida (1975).

tomava o processo revolucionario

13. A alusdo metaforica a eventos e inicia-se em Historias de Viageiros (1979).

episddios da histéria de Portugal

17. O album constituiu 0 seu maior éxito comercial e contribuiu significativamente
para a popularidade que hoje detém.

18. A evocagéo de géneros tradicionaise  foi seguida em Cronicas da Terra Ardente (1994).

a sua associagdo a “diaspora lusitana”

10.2. GAC — VVozes na Luta — 1947-1979

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

1. Grupo que resultou do CAC — Colectivo de Acéo Cultural, formado a 1 de Maio de
1974 por iniciativa de José Mario Branco.

2.0 GAC integrava J. M. Branco, Fausto, Fernando Laranjeira e Afonso Dias, [...]

3. aos quais se juntaram elementos do coro da Juventude Musical Portuguesa.

4. [0 GAC] Organizado como uma estrutura politico-cultural, [...]

8. 0 GAC apresentou-se em fabricas, comicios, greves e manifestacoes, utilizando a
musica como propaganda ideoldgica.

9. O grupo consolidou-se Durante as sessdes que dariam origem ao LP A Cantiga E Uma
Arma (1975).

10. as composic¢des e letras sdo maioritariamente de J. M. Branco.

14. no terceiro LP, Vira Bom (1977),  foram utilizadas pela primeira vez recolhas efectuadas por membros do grupo,
[-]

15. [no terceiro LP] acentuando-se a tendéncia para a recriagdo da musica tradicional numa

abordagem que constituiu uma referencia para 0s grupos que
surgiram posteriormente.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER
5. [0 GAC]

6. Toda a actividade dos elementos
do GAC

7. e os espectaculos

12. instrumentos extra-europeus

13. No LP Pois Canté (1975),
padrdes como a chula, géneros como
o0 cante alentejano e a utilizagdo de
instrumentos tradicionais,

PROCESS

constitui-se
era
eram

figuram
denotam

ATTRIBUTE

como cooperativa, publicando obras préprias e de outros autores,
musicais e literarias.

militante, [...]

gratuitos em qualquer ponto do pais.
em cangdes associadas as ex-coldnias.
a crescente inspiracdo na musica tradicional portuguesa.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER
11. As letras

10.3. Brigada Victor Jara —

PROCESS

narravam

1975

RECEIVER

a luta dos trabalhadores contra a burguesia e os patrdes através de
personagens tipificadas.

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR
3.aBVJ
5. [Brigada Victor Jara]

6. [Brigada Victor Jara]

7. [Brigada Victor Jara]

8. [Brigada Victor Jara]

9. [Brigada Victor Jara]

10. [repertdrio de composicdes
vocais e instrumentais]

12. Quem Sai aos Seus (1981)
14. o grupo

15. onde

16. 0 grupo

17. universo que

PROCESS
estabeleceu
[foi] Fundada

integrou,

interpretou

passou a dedicar-se
constituindo
editado

marcou
aproximou-se

surge

COmegou a actuar

enformou

GOAL
um novo modelo para a representacdo da musica tradicionall...]
em Coimbra por estudantes empenhados na intervencaoo
politica e na acéo cultural, [...]
na sua primeira formac&o, Amilcar Cardoso, Fernando Jorge
Seabra, Jorge Ribeiro Monteiro, Né Ladeiras, Rosa Lameiras e
Zé Maria.
maioritariamente musica chilena (Violeta Parra e Victor Jara) e
portuguesa de caracter interventivo.
a musica tradicional de proveniéncia rural, [...]
um repertério de composicdes vocais e instrumentais, [...]
nos LP’s Eito Fora (1977) e Tamborileiro (1979), [...]

0 inicio de um processo mais eleborado de adaptacdes do
repertdrio tradicional.

da musica popular urbana (Monte Fromoso, 1989) incluindo
composi¢des originais inspiradas no repertdrio tradicional, [...]
uma maior variedade harmonica, solos instrumentais e
improvisagdes.

regularmente em festivais de mudsica e noutros eventos
internacionais especializados, da folk music e da world music,
[.]

0 LP Dancas e Folias (1995).

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR
11. [Eito Fora e Tamborileiro] que

PROCESS

se fundam

PHENOMENON

nas recolhas de Michel Giacometti e Frenando Lopes—
Graca.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [E] Primeiro grupo urbano de recriacéo, [...]
2. [é] 0 Unico em actividade continua desde 1975, [...]
13. Contraluz (1984), por sua vez, representou o culminar desta etapa e uma maior abertura e liberdade criativa

no tratamento do material musical.

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

4. que [modelo para a representacdo da | foi imitado por NUMerosos grupos e masicos em todo o pais.
musica tradicional]

11.1 Hugo Ribeiro — 1925

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

3. O cuidado com a qualidade da captacdo | beneficou principalmente as gravagdes de fado, [...]

sonora que pautou o seu trabalho

4. [Hugo Ribeiro] tendo efectuado praticamente todas as gravacGes de Amalia Rodrigues
para a editora.

6. [gravacoes que] realizou no norte do pais, [...]

7. [Hugo Ribeiro] passou a gravar nos novos estudios da VVC em Paco de Arcos.

8. [Hugo Ribeiro] adaptou-se a diversidade da edicdoo musical da editora.

9. [Hugo Ribeiro] mantendo sempre critérios de qualidade [...]

11. [Hugo Ribeiro] gravou alguns dos protagonistas do rock portugués, entre 0s
quais UHF, GNR ou Antonio Variagoes.

13. [Hugo Ribeiro] tendo efectuado as suas Ultimas gravacoes em 1994,

14. [Hugo Ribeiro] iniciou a conversdo para suporte digital do espélio da VVC, [...]

16. e [Hugo Ribeiro] colaborou na reconstituicdo do arquivo da editora, [...]

17. [arquivo da editora] [foi] parcialmente No incéndio do Chiado em 1988, [...]

destruido

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
5. Também as gravacoes de musica serviram de referéncia para muito do repertorio posteriormente
tradicional e de ranchos folcléricos gravado por Amalia.
10. e [Hugo Ribeiro] respeitando as caracteristicas proprias das configuragoes instrumentais e

de géneros e estilos musicais, do fado (Herminia Silva,
Carlos Paredes), ao pop-rock (Petrus Castrus ou Tantra),
passando pela emergente musica popular portuguesa
(Almanaque ou Trovante).

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [E] Técnico de som, [...]
2. [Hugo Ribeiro] é um dos mais importantes protagonistas da gravacdo sonora em
Portugal, com uma carreira de mais de cinquenta anos na
Valentim de Carvalho (VC).
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12. [Hugo Ribeiro] Foi responsavel pela gravacdo do som de varias edig¢des do Festival
RTP da Cancéo e de muitas cangdes concorrentes, [...]

15. [espolio da VC] constituido por cerca de 4000 bobines, [...]
18. [arquivo da editora] [foi] trabalho fundamental para a histéria do patriménio fonografico
nacional.

11.2. José Fortes - 1943

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

3. [captacdes] que contribuiram para a mudanca da musica portuguesa das Gltimas trés
décadas do século xx.

6. [José Fortes] tendo efectuado a primeira captacdo para a Emissora Nacional (Porto) aos 13
anos [...]

7. [José Fortes] [efectuou] a primeira captacéo para uma edigdo discogréfica, a Arnaldo
Trindade.

8. [José Fortes] Ingressou na Fabrica Portuguesa de Discos da Radio Triundo (Porto),
[.]

9. onde [José Fortes] desempenhou varias funcoes.

10. [José Fortes] fixou-se em Lisboa para dirigir as gravacdes que a editora realizava
noutros estudiso (APA, Nacional Filmes ou Polysom).

11. [José Fortes] supervisionou a constitui¢do do estudio da editora, [...]

12. onde [José Fortes] gravou muitos dos musicos da emergente musica popular

portuguesa: Sérgio Godinho, Banda do Casaco, José Mario
Branco, Paulo de Carvalho, Ferando Tordo, Fausto ou
Adriano Correia de oliveira.

13. [José Fortes] demitiu-se para se juntar a Carlos Dias Coelho no projecto do Angel
Studio (1981), [...]

14. onde, na década de 1980 gravaram bandas e musicos como os Herdis do Mar, Taxi. José Afonso
ou José Cid.

17. e [José Fortes] assumindo todo o trabalho de som em varios programas televisivos
produzidos.

18. [José Fortes] continuou a actividade de gravagéo.

19. [José Fortes] especializando-se na captacdo de instrumentos acUsticos e de interpretacdes de

musica erudita.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. [E] Técnico de som, [...]
4. O seu trabalho e personalidade, tornaram-no 0 técnico de som preferido de grande parte dos mUsicos em
pautados pelo rigor profissional e Portugal.

atitude colaborativa,

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

BEHAVER PROCESS
5. Desde a infancia que se interessava pela gravacéo do som, [...]

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER

2. [José Fortes] destacou-se pela qualidade das suas captacoes, [...]
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APPENDIX D

LIST OF THE RECORDS EXHIBITED IN VINYL. GRAVACOES E CAPAS DE DISCOS DE ARTISTA

DOSANOSG0E 70
N. MUSICIAN TITLE DATE EDITION FOR. | SECTION
1 José, Francisco | Guitarra Toca Baixinho / 1973 | Polydor / Phonogram Single | 01. Antes de 1960
Pedra Filosofal
2 Mascarenhas, De Ontem e de Hoje 1973 | Zip-Zip LP 01. Antes de 1960
Rui de
3 Ribeiro, Artur Artur Ribeiro com 1956/57 | Estoril / Discos Estoril LP 01. Antes de 1960
Orquestra
Clara, Maria Venham Ver Lisbhoa 196? | Alvorada/ Rédio Triunfo | LP 01. Antes de 1960
Shegundo Jazz - Shegundo Galarza 1956 | Estoril / Discos Estoril LP 02. Da Radio ao Disco. 1960 - 1969
Galarza e Seu Em Boite
Conjunto
6 Conjunto Jorge | Conjunto Jorge Machado 1957 | Estoril / Discos Estoril LP 02. Da Radio ao Disco. 1960 - 1969
Machado
7 Iglésias, Amanha / Ndo Dou / Se Eu 1960 | Alvorada/Ré&dio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
Madalena Te Beijei / Na Mouraria
8 Oliveira, Lado a Lado / Cangéo das 1961 | Alvorada/Ré&dio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
Simone de Sombras Perdidas /
Desesperadamente / Corpo e
Alma
9 Ouro Negro Garota 1961 | Columbia [/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho]
10 Ribas, Paula As Criancas do Pireu / 1961 | A Vozdo Dono [/ EP 02. Da Radio ao Disco. 1960 - 1969
Carina / E Tarde / Tom Valentim de Carvalho]
Pillibi
11 Shegundo Vamos Todos ao Cinema 1961 | A Vozdo Dono [/ EP 02. Da Radio ao Disco. 1960 - 1969
Galarza e Seu Valentim de Carvalho]
Conjunto
12 Matos, Tony de | Lado a Lado 1962 | Alvorada/ Réadio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
13 Teresa AVoz de Teresa 1962 | Decca/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho
14 Thilo's Combo | Twist na Ronda 1962 | Decca [/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho]
15 Vilar, Elsa VVamos Bailar / Amanha 1962 | Alvorada/Ré&dio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
Vird/S6 Eu/ A Teu Lado
16 Calvario, Oracéo 1964 | A Vozdo Dono [/ EP 02. Da Radio ao Disco. 1960 - 1969
Antonio Valentim de Carvalho]
17 Novaes, Rua do Abandono / Sim ou 1964 | Alvorada/ Rédio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
Manuela Né&o / Es Tu / Néo Sei Quem
E
18 Anténio Cancdes de "My Fair Lady" 1965 | Decca [/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Calvario / Carvalho]
Simone
19 Madalena Grande Prémio TV da 1965 | Alvorada [/ Radio EP 02. Da Radio ao Disco. 1960 - 1969
Iglésias / Artur | Cang&o Portuguesa Triunfo]
Garcia
20 Matos, Tony de | A Pedra Que Caiu 1965 | Decca/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho
21 Mourdo, Oh Tempo Volta P'ra Traz / 1965 | RCA Victor / Telectra EP 02. Da Radio ao Disco. 1960 - 1969
Antonio Barco Naufragado
22 Ribas, Paula Vamos Viver / Por Ti / Tdo 1965 | A Voz do Dono [/ EP 02. Da Radio ao Disco. 1960 - 1969
S6 / Nao Vos Esquecerei Valentim de Carvalho]
23 Simone Sol de Inverno - Eurovisdo 1965 | Decca [/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
1965 Carvalho]
24 Solnado, Raul O Impostor-Geral 1965 | Parlophone [/ Valentimde | EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho]
25 Iglésias, Vuelo 502 / Sabes Que Vi / 1966 | Belter EP 02. Da Radio ao Disco. 1960 - 1969 1 7
Madalena Te Llamo en Nombre del

Amor / Yalo Sé




26 Iglésias, Grande Prémio TV da 1966 | Alvorada/Ré&dio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
Madalena Cancéo Portuguesa
27 Paula, Susi Eu e Vocé / Tempo de 1966 | Alvorada/Radio Triunfo | EP 02. Da Radio ao Disco. 1960 - 1969
Viver / Quero uma Cangéo /
Escéndalo no Liceu
28 Resende, Maria | Moleirinha/ Feia / Deus 1966 | Alvorada/Réadio Triunfo EP 02. Da Radio ao Disco. 1960 - 1969
de Lourdes Dara / Invengdo
29 Thilo's Combo Thilo’s Combo na Ronda 1966 | Decca/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho
30 Fernando, Jodo | Avé Maria Por Mim 1967 | RCA Victor/ Telectra EP 02. Da Radio ao Disco. 1960 - 1969
31 Garcia, Artur Porta Secreta 1967 | Marfer EP 02. Da Radio ao Disco. 1960 - 1969
32 Simone A Voz e os Exitos 1967 | Decca/ Valentim de LP 02. Da Radio ao Disco. 1960 - 1969
Carvalho
33 Tudella Mulher Ideal Portuguesa 1967 | Tecla EP 02. Da Radio ao Disco. 1960 - 1969
34 Mascarenhas, Melodias de Angola 1968 | Parlophone / Valentimde | EP 02. Da Radio ao Disco. 1960 - 1969
Conchinha de Carvalho
35 Orquestra de Festival de Melodias 1968 | Decca/ Valentim de LP 02. Da Radio ao Disco. 1960 - 1969
Joaquim Luis Portuguesas Carvalho
Gomes
36 Orquestra de Vou Dar de Beber a Dor 1968 | Columbia/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Jorge Machado Carvalho
37 Terenas, Adeus Primavera / Quando 1968 | Alvorada/ Radio Triunfo EP 02. Da Radio ao Disco. 1960 - 1969
Manuela Me Enamoro / Moinho ao
Vento / A Tramontana
38 Thilo's Combo Psst-Psst All Around Lisbon 1968 | Decca/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
com Tyree Carvalho
Glenn Jr. e Van
Dixon
39 Iglésias, Cancéo Para um Poeta / 1969 | Belter EP 02. Da Radio ao Disco. 1960 - 1969
Madalena Cantiga / Flor Bailarina /
Desfolhada
40 Jorge Costa Mdsica do Filme "Portugal 1969 | Tecla EP 02. Da Radio ao Disco. 1960 - 1969
Pinto e Sua Desconhecido™
Orquestra
41 Paulo, Marco Cancéo Para um Poeta / Os 1969 | A Vozdo Dono/ EP 02. Da Radio ao Disco. 1960 - 1969
Fios da Esperanga Valentim de Carvalho
42 Simone Desfolhada Portuguesa 1969 | Decca/ Valentim de EP 02. Da Radio ao Disco. 1960 - 1969
Carvalho
43 Tudella, Jodo Tudella Canta Musica de 1969 | Decca/ Valentim de LP 02. Da Radio ao Disco. 1960 - 1969
Maria Pedro Jordo Carvalho
44 Galarza, The Windmills of Your 1970 | Belter EP 02. Da Radio ao Disco. 1960 - 1969
Shegundo Mind / Millie / Casatschok /
The Way | Used To Be
45 Simone Nunca Mais a Solidao 1974 | Decca/ Valentim de LP 02. Da Radio ao Disco. 1960 - 1969
Carvalho
46 Nascimento, O Vento Mudou - Eurovisdo 1967 | Decca/ Valentim de EP 03. Da Radio ao Disco. 1970 - 1979
Eduardo 1967 Carvalho
47 Simone & Tu S6 Tu 1967 | Decca [/ Valentim de EP 03. Da Radio ao Disco. 1970 - 1979
Marco Paulo Carvalho]
48 Mendes, Carlos | Verdo - Eurovisao 1968 - 1968 | Parlophone / Valentimde | EP 03. Da Radio ao Disco. 1970 - 1979
Grande Prémio TV da Carvalho
Cancdo Portuguesa
49 Lisboa, Elisa Mulher-Méagoa 1969 | Columbia/ Valentim de EP 03. Da Radio ao Disco. 1970 - 1979
Carvalho
50 Portugal, Carlos Portugal 1969 | Alvorada/Radio Triunfo LP 03. Da Radio ao Disco. 1970 - 1979
Carlos
51 Carmo, Carlos Carlos do Carmo no Curto- 1970 | Tecla EP 03. Da Radio ao Disco. 1970 - 1979
do Circuito
52 Carvalho, Cancdes de Manolo Diaz 1970 | Movieplay Single | 03. Da Rédio ao Disco. 1970 - 1979
Paulo de
53 Loureiro, Hugo | Cancéo de Madrugar 1970 | Zip-Zip Single | 03. Da Radio ao Disco. 1970 - 1979
Maia de
54 Paulo, Marco Marco Paulo e 0s 1970 | AVoz do Dono/ LP 03. Da Réadio ao Disco. 1970 - 1979

Sucessos...

Valentim de Carvalho
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55 Quinteto Quem Né&o Se Comunica Se 1970 | Riso & Ritmo Single | 03. Da Radio ao Disco. 1970 - 1979
Correia Martins | Trumbica / Brasil Eu Fico
56 Bandeira, Paco | Nasci no Campo /O Tempo 1971 | Decca/ Valentim de EP 03. Da Réadio ao Disco. 1970 - 1979
Passa Depressa / A Minha Carvalho
Cidade / Balada do Alentejo
57 Calvario, José Musica Nossa / MUsica 1971 | Orfeu/ Arnaldo Trindade | LP 03. Da Réadio ao Disco. 1970 - 1979
Nova
58 Carvalho, Eu, Paulo de Carvalho 1971 | Movieplay LP 03. Da Radio ao Disco. 1970 - 1979
Paulo de
59 Intréito Palavras Abertas 1971 | Zip-Zip Single | 03. Da Rédio ao Disco. 1970 - 1979
60 Pedro Osdrioe | Mdsica Portuguesa Para 1971 | Alvorada/ Ré&dio Triunfo | LP 03. Da Radio ao Disco. 1970 - 1979
Seus Amigos! Dancar
61 Tonicha Menina do Alto da Serra 1971 | Zip-Zip Single | 03. Da Radio ao Disco. 1970 - 1979
62 Tordo, Cavalo a Solta 1971 | Philips Single | 03. Da Rédio ao Disco. 1970 - 1979
Fernando
63 Bandeira, Paco | Vamos Cantar de Pé 1972 | Decca/ Valentim de EP 03. Da Réadio ao Disco. 1970 - 1979
Carvalho
64 Mendes, Carlos | A Festa da Vida 1972 | Orfeu/ Arnaldo Trindade | Single | 03. Da Radio ao Disco. 1970 - 1979
65 Carmo, Carlos Canoas do Tejo 1973 | Tecla EP 03. Da Réadio ao Disco. 1970 - 1979
do
66 Tordo, Tourada / Carta de Longe 1973 | Tecla Single | 03. Da Rédio ao Disco. 1970 - 1979
Fernando
67 Tordo, Tocata 1973 | Philips /Phonogram LP 03. Da Radio ao Disco. 1970 - 1979
Fernando
68 Vidal, Carlos As Filhas da Tia Anica 1973 | Imavox Single | 03. Da Radio ao Disco. 1970 - 1979
Alberto
69 Bandeira, Paco | Todavia Eu Sou Pastor 1974 | Decca/ Valentim de LP 03. Da Réadio ao Disco. 1970 - 1979
Carvalho
70 Carvalho, E Depois do Adeus 1974 | Orfeu/ Arnaldo Trindade | Single | 03. Da Radio ao Disco. 1970 - 1979
Paulo de
71 Guedes, Ruy de | Crianga Portuguesa / 1974 | Philips / Phonogram Single | 03. Da Rédio ao Disco. 1970 - 1979
Moura Cantemos Todos
72 Mendes, Carlos | E Alegre Se Fez Triste/ O 1974 | Orfeu/ Arnaldo Trindade | Single | 03. Da Radio ao Disco. 1970 - 1979
Regresso
73 Tonicha As Duas Faces de Tonicha 1974 | Zip-Zip / Sassetti LP 03. Da Réadio ao Disco. 1970 - 1979
74 Santos, Ary dos | As Portas Que Abril Abriu 1975 | Discdfilo Single | 03. Da Radio ao Disco. 1970 - 1979
75 Tonicha Terras de Garcia Lorca / 1975 | Discdfilo Single | 03. Da Radio ao Disco. 1970 - 1979
Pais Irméo
76 Mendes, Carlos | Amor Combate 1976 | Toma L& Disco LP 03. Da Radio ao Disco. 1970 - 1979
77 Carmo, Carlos Um Homem na Cidade 1977 | Trova/ Movieplay LP 03. Da Réadio ao Disco. 1970 - 1979
do
78 Gemini Pensando em Ti 1977 | Philips/ Phonogram LP 03. Da Radio ao Disco. 1970 - 1979
79 Cid, José Aqui Fica uma Cancéo 1978 | Orfeu/ Arnaldo Trindade | Single | 03. Da Radio ao Disco. 1970 - 1979
80 Gemini Dai Li Dou 1978 | Philips / Phonogram Single | 03. Da Radio ao Disco. 1970 - 1979
81 Paulo, Marco Cancéo Proibida 1978 | EMI/ Valentim de Single | 03. Da Rédio ao Disco. 1970 - 1979
Carvalho
82 Guedes, Conversa Fiada 1979 | Boom/ Nova - Single | 03. Da Radio ao Disco. 1970 - 1979
Manuela Moura Companhia de Musica
83 Isabel, Helena Um Abrago, Mais Nada / A 1980 | Diapaséo / Sassetti Single | 03. Da Rédio ao Disco. 1970 - 1979
Vida E Assim (Com um
Abrago P'r6 Vinicius)
84 Os Conchas / Caloiros da Cangéo 1 1960 | Columbia [/ Valentim de EP 04. Novos Ritmos, Novas Dangas,
Daniel Bacelar Carvalho] Novos Estilos. 1960 - 1967
85 Conchas, Os Somos Jovens 1962 | Columbia [/ Valentim de EP 04. Novos Ritmos, Novas Dancas,
Carvalho] Novos Estilos. 1960 - 1967
86 Daniel Bacelar O Tema dos Gentlemen / 1963 | Alvorada/ Radio Triunfo | EP 04. Novos Ritmos, Novas Dancas,
e 0s Gentlemen | Sem Ti/ My Babe / Novos Estilos. 1960 - 1967"
Olhando Para 0 Céu
87 Conjunto de + 1 Disco = 4 Sucessos 1965 | Columbia [/ VValentim de EP 04. Novos Ritmos, Novas Dangas,
Jodo Paulo Carvalho] Novos Estilos. 1960 - 1967"
88 Ekos, Os Esquece / Os Tristes Olhos / 1965 | Alvorada/ Radio Triunfo EP 04. Novos Ritmos, Novas Dancas,
Lamento aos Céus / lluséo Novos Estilos. 1960 - 1967
89 Sheiks Summertime (Tempo de 1965 | Parlophone/ Valentimde | EP 04. Novos Ritmos, Novas Dancas,
Verdo) Carvalho Novos Estilos. 1960 - 1967'
90 Sheiks Tell Me Bird 1965 | Parlophone / Valentimde | EP 04. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1960 - 1967"
91 Conjunto Conjunto Académico Jo&o 1966 | Columbia/ Valentim de LP 04. Novos Ritmos, Novas Dangas,
Académico Paulo no Teatro Carvalho Novos Estilos. 1960 - 1967
Jodo Paulo Monumental
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92 Ekos, Os S6 / Oh! Isabel / Vou Ficar 1966 | Alvorada/Radio Triunfo EP 04. Novos Ritmos, Novas Dancas,
Sem Ti / A Espera da Nossa Novos Estilos. 1960 - 1967
Vez
93 Quinteto Reach Out I'll Be There 1966 | A Voz do Dono [/ EP 04. Novos Ritmos, Novas Dancas,
Académico Valentim de Carvalho] Novos Estilos. 1960 - 1967
94 Bacelar, Daniel | | Wonder Why / Todos 1967 | Marfer EP 04. Novos Ritmos, Novas Dancas,
Gostam dum Palhaco / Novos Estilos. 1960 - 1967"
Cigana/ Never Be Anyone
Else But You
95 Ekos, Os | Saw That Girl / A Place in 1967 | Alvorada/Ré&dio Triunfo | EP 04. Novos Ritmos, Novas Dangas,
Your Heart / Nova Geragéo Novos Estilos. 1960 - 1967
/ We're Gonna Be Free
96 Quinteto Train 1967 | AVozdo Dono/ EP 04. Novos Ritmos, Novas Dangas,
Académico Valentim de Carvalho Novos Estilos. 1960 - 1967'
97 Sheiks Sheiks em Paris 1967 | Parlophone / Valentimde | EP 04. Novos Ritmos, Novas Dancas,
Carvalho Novos Estilos. 1960 - 1967'
98 Sheiks That's All 1967 | Parlophone / Valentimde | EP 04. Novos Ritmos, Novas Dancas,
Carvalho Novos Estilos. 1960 - 1967'
99 Sérgio Borges e | Lavrador 1971 | Columbia/ Valentim de EP 04. Novos Ritmos, Novas Dangas,
o Conjunto Carvalho Novos Estilos. 1960 - 1967"
Jodo Paulo
100 | Conjunto O Comboio / Baby, It's You 1966 | Rapsddia/ Discos EP 05. Novos Ritmos, Novas Dangas,
Universitario | Taste of Honey / Night Rapsédia Novos Estilos. 1967 - 1974'
"Os Alamos" Before
101 | Quarteto 1111 A Lenda de EI-Rei D. 1967 | Columbia/ Valentim de EP 05. Novos Ritmos, Novas Dangas,
Sebastido Carvalho Novos Estilos. 1967 - 1974
102 | Pop Five Music | Those Were the Days 1968 | Orfeu/ Arnaldo Trindade | EP 05. Novos Ritmos, Novas Dangas,
Incorporated Novos Estilos. 1967 - 1974'
103 | Quarteto 1111 Guarda Nocturno / Dona 1968 | Columbia/ Valentim de EP 05. Novos Ritmos, Novas Dangas,
Vitoria / Perspectiva / Carvalho Novos Estilos. 1967 - 1974
Tempo da Inocéncia
104 | Quarteto 1111 Meu Irméo / Ababilah 1968 | Columbia/ Valentim de Single | 05. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1967 - 1974'
105 | Tonicha Tonicha Canta 1968 | RCA Victor/ Telectra EP 05. Novos Ritmos, Novas Dancas,
Composicdes de José Cid Novos Estilos. 1967 - 1974
106 | Filarmonica Cangéo de Embalar / Oricia 1969 | Philips EP 05. Novos Ritmos, Novas Dancas,
Fraude / Animais de Estimagéo / Novos Estilos. 1967 - 1974'
Devedor a Terra
107 | Filarmoénica Flor de Laranjeira/ O 1969 | Philips EP 05. Novos Ritmos, Novas Dancas,
Fraude Problema da Escolha / Novos Estilos. 1967 - 1974
Menino / O Milhdes
108 | Filarmonica Epopeia 1969 | Philips LP 05. Novos Ritmos, Novas Dangas,
Fraude Novos Estilos. 1967 - 1974'
109 | Pop Five Music | A Peca 1969 | Orfeu/ Arnaldo Trindade | LP 05. Novos Ritmos, Novas Dangas,
Incorporated Novos Estilos. 1967 - 1974’
110 | Cheta, José Para L& Daqueles Montes 1970 | Decca/ Valentim de EP 05. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1967 - 1974
111 | Objectivo Glory / Keep Your Love 1970 | Movieplay Single | 05. Novos Ritmos, Novas Dangas,
Alive Novos Estilos. 1967 - 1974'
112 | Pop Five Music | Page One 1970 | Orfeu/ Arnaldo Trindade | Single | 05. Novos Ritmos, Novas Dangas,
Incorporated Novos Estilos. 1967 - 1974
113 | Quarteto 1111 Quarteto 1111 1970 | Columbia/ Valentim de LP 05. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1967 - 1974
114 | Quarteto 1111 Back To the Country / 1970 | Columbia/ Valentim de Single | 05. Novos Ritmos, Novas Dangas,
Everybody Needs Love, Carvalho Novos Estilos. 1967 - 1974
Peace and Food
115 | Cid, José José Cid 1971 | Columbia/ Valentim de LP 05. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1967 - 1974
116 | Pop Five Music | Stand By 1971 | Orfeu/ Arnaldo Trindade | Single | 05. Novos Ritmos, Novas Dangas,
Incorporated Novos Estilos. 1967 - 1974
117 | Samuel, Soeiro | Soeiro Samuel Canta 1971 | Decca/ Valentim de EP 05. Novos Ritmos, Novas Dangas,
Mocambique Carvalho Novos Estilos. 1967 - 1974
118 | Silva, Valério A Cidade e a Montanha 1971 | RCA Victor/ Telectra EP 05. Novos Ritmos, Novas Dancas,
Novos Estilos. 1967 - 1974
119 | Zica Viagens na Minha Terra 1971 | Decca/ Valentim de EP 05. Novos Ritmos, Novas Dancas,
Carvalho Novos Estilos. 1967 - 1974
120 | Cid, José Camarada 1972 | Columbia/ Valentim de EP 05. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1967 - 1974
121 | Objectivo Out of the Darkness / Music 1972 | Nexus Single | 05. Novos Ritmos, Novas Dangas,
Novos Estilos. 1967 - 1974
122 | Bravo, Nova Geragdo / Another 1973 | Decca/ Valentim de Single | 05. Novos Ritmos, Novas Dangas,
Manuela Time Carvalho Novos Estilos. 1967 - 1974
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123 | Frei Hermano Bruma Azul do Desejado 1973 | EMI/ Valentim de LP 05. Novos Ritmos, Novas Dancas,
da Cémara com Carvalho Novos Estilos. 1967 - 1974'
o Conjunto
1111
124 | Quarteto 1111 Onde, Quando, Como, 1974 | Decca/ Valentim de LP 05. Novos Ritmos, Novas Dangas,
Porqué, Cantamos Pessoas Carvalho Novos Estilos. 1967 - 1974
Vivas - Obra-Ensaio de José
Cid
125 | Cid, José 10000 Anos Depois Entre 1978 | Orfeu/ Arnaldo Trindade | LP 05. Novos Ritmos, Novas Dancas,
Vénus e Marte Novos Estilos. 1967 - 1974'
126 | Petrus Castrus Marasmo 1971 | Decca/ Valentim de EP 06. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1974 - 1979'
127 | Petrus Castrus Mestre 1973 | Guilda da Musica / LP 06. Novos Ritmos, Novas Dangas,
Sassetti Novos Estilos. 1974 - 1979'
128 | Bandado Dos Beneficios dum 1975 | Philips/ Phonogram LP 06. Novos Ritmos, Novas Dancas,
Casaco Vendido no Reino dos Novos Estilos. 1974 - 1979'
Bonifécios
129 | Bandado Coisas do Arco da Velha 1976 | Philips/ Phonogram LP 06. Novos Ritmos, Novas Dancas,
Casaco Novos Estilos. 1974 - 1979'
130 | Tantra Novos Tempos / Alquimia 1976 | EMI/ Valentim de Single | 06. Novos Ritmos, Novas Dangas,
da Luz Carvalho Novos Estilos. 1974 - 1979'
131 | Arte & Oficio Festival / Let Yourself Be 1977 | Orfeu/ Arnaldo Trindade | Single | 06. Novos Ritmos, Novas Dancas,
Novos Estilos. 1974 - 1979'
132 | Bandado Hoje H& Conquilhas 1977 | Imavox LP 06. Novos Ritmos, Novas Dangas,
Casaco Amanh& N3o Sabemos Novos Estilos. 1974 - 1979'
133 | Tantra Mistérios e Maravilhas 1977 | EMI/ Valentim de LP 06. Novos Ritmos, Novas Dancas,
Carvalho Novos Estilos. 1974 - 1979'
134 | Aquid'el Rock | Ha Que Violentar o Sistema 1978 | Metro-Som Single | 06. Novos Ritmos, Novas Dangas,
Novos Estilos. 1974 - 1979'
135 | Bandado Contos da Barbearia 1978 | EMI/ Valentim de LP 06. Novos Ritmos, Novas Dangas,
Casaco Carvalho Novos Estilos. 1974 - 1979'
136 | Petrus Castrus Ascengao e Queda 1978 | Decca/ Valentim de LP 06. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1974 - 1979'
137 | Tantra Holocausto 1978 | EMI/ Valentim de LP 06. Novos Ritmos, Novas Dancas,
Carvalho Novos Estilos. 1974 - 1979'
138 | Aquidel Rock | Eu Né&o Sei/ Dedicada... (A 1979 | Metro-Som Single | 06. Novos Ritmos, Novas Dangas,
Quem Nos Rouba) Novos Estilos. 1974 - 1979'
139 | Arte & Oficio Faces 1979 | Orfeu/ Arnaldo Trindade | LP 06. Novos Ritmos, Novas Dangas,
Novos Estilos. 1974 - 1979'
140 | Veloso, Rui Ar de Rock 1980 | EMI/ Valentim de LP 06. Novos Ritmos, Novas Dangas,
Carvalho Novos Estilos. 1974 - 1979'
141 | Adriano Noite de Coimbra 1960 | Orfeu/ Arnaldo Trindade | EP 07. Para uma Nova Musica Popular
Correia de Portuguesa. 1960 -1968'
Oliveira,
Anténio
Portugal,
Eduardo de
Melo, Durval
Moreirinhas e
Jorge Moutinho
142 | Afonso, José, Dr. José Afonso em Baladas 1963 | Rapsodia/ Discos EP 07. Para uma Nova Musica Popular
Dr. de Coimbra Rapsédia Portuguesa. 1960 -1968'
143 | Cilia, Luis Portugal-Angola - Chants de 1964 | Le Chant du Monde LP 07. Para uma Nova Musica Popular
Lutte Portuguesa. 1960 -1968'
144 | Afonso, José Cantares do Andarilho 1968 | Orfeu/ Arnaldo Trindade | LP 07. Para uma Nova Musica Popular
Portuguesa. 1960 -1968'
145 | Afonso, José Cantigas do Maio 1971 | Orfeu/ Arnaldo Trindade | LP 07. Para uma Nova Musica Popular
Portuguesa. 1960 -1968'
146 | Cilia, Luis La Poésie Portugaise de Nos 1971 | Moshé-Naim LP 07. Para uma Nova Musica Popular
Jours et de Toujours 3 Portuguesa. 1960 -1968'
147 | Oliveira, Gente de Aqui e de Agora - 1971 | Orfeu/ Arnaldo Trindade | LP 07. Para uma Nova Musica Popular
Adriano Adriano Correia de Oliveira Portuguesa. 1960 -1968'
Correia de Canta José Niza
148 | Cilia, Luis O Guerrilheiro 1974 | Orfeu/ Arnaldo Trindade | LP 07. Para uma Nova Mdsica Popular
Portuguesa. 1960 -1968'
149 | Afonso, José Viva o Poder Popular 1975 | LUAR Single | 07. Para uma Nova Musica Popular
Portuguesa. 1960 -1968'
150 | Cilia, Luis Transparéncias 1978 | Guilda da Musica LP 07. Para uma Nova Musica Popular
Portuguesa. 1960 -1968'
151 | Freire, Manuel Manuel Freire Canta 1968 | Tagus EP 08. Para uma Nova Mdsica Popular
Manuel Freire Portuguesa. 1968 -1971'
152 | Fanhais, Padre Cancdes da Cidade Nova 1970 | Zip-Zip LP 08. Para uma Nova Mdsica Popular

Portuguesa. 1968 -1971'
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153 | Freire, Manuel Pedra Filosofal 1970 | Zip-Zip Single | 08. Para uma Nova Musica Popular
Portuguesa. 1968 -1971'
154 | Freire, Manuel Abaixo o D. Quixote 1973 | Guilda da Msica / EP 08. Para uma Nova Musica Popular
Sassetti Portuguesa. 1968 -1971'
155 | Conjunto Heinz | Conjunto Heinz Worner 1958 | Orfeu/ Arnaldo Trindade | LP 09. Para uma Nova Musica Popular
Worner Portuguesa. 1971 -1974'
156 | Ribeiro, Aquilino Ribeiro Por 1959 | Orfeu [/ Arnaldo LP 09. Para uma Nova Musica Popular
Aquilino Aquilino Ribeiro Trindade] Portuguesa. 1971 -1974'
157 | Branco, José Seis Cantigas de Amigo 1969 | Arquivos Sonoros EP 09. Para uma Nova Musica Popular
Mério Portugueses Portuguesa. 1971 -1974'
158 | Branco, José Mudam-se os Tempos, 1971 | Guilda da Msica / LP 09. Para uma Nova Musica Popular
Mario Mudam-se as Vontades Sassetti Portuguesa. 1971 -1974'
159 | Carlos Mendes, | Fala do Homem Nascido 1972 | Orfeu/ Arnaldo Trindade | LP 09. Para uma Nova Musica Popular
Duarte Mendes, Portuguesa. 1971 -1974'
Samuel e
Tonicha
160 | Godinho, Os Sobreviventes 1972 | Guilda da Msica / LP 09. Para uma Nova Musica Popular
Sérgio Sassetti Portuguesa. 1971 -1974'
161 | Mendes, Duarte | Gente 1973 | Orfeu/ Arnaldo Trindade | EP 09. Para uma Nova Musica Popular
Portuguesa. 1971 -1974'
162 | Godinho, Pano-Cru 1978 | Orfeu/ Arnaldo Trindade | LP 09. Para uma Nova Musica Popular
Sérgio Portuguesa. 1971 -1974'
163 | Barroso, Pedro | Trova-dor 1970 | Zip-Zip / Movieplay EP 10. Para uma Nova Mdusica Popular
Portuguesa. 1974 -1980
164 | Fausto Fausto 1970 | Philips LP 10. Para uma Nova Mdusica Popular
Portuguesa. 1974 -1980
165 | Moura, José Bidonville 1970 | Zip-Zip / Movieplay EP 10. Para uma Nova Mdsica Popular
Barata Portuguesa. 1974 -1980
166 | Letria, José Até ao Pescogo 1972 | Guilda da Msica / LP 10. Para uma Nova Mdsica Popular
Jorge Sassetti Portuguesa. 1974 -1980
167 | Moura, José José Barata Moura 1973 | Zip-Zip LP 10. Para uma Nova Mdusica Popular
Barata Portuguesa. 1974 -1980
168 | Vitorino Semear Salsa ao Reguinho 1975 | Orfeu/ Arnaldo Trindade | LP 10. Para uma Nova Mdsica Popular
Portuguesa. 1974 -1980
169 | Barroso, Pedro | Lutas Velhas Canto Novo 1976 | Diapaséo/ Lamiré LP 10. Para uma Nova Mdsica Popular
Portuguesa. 1974 -1980
170 | G.A.C.-Vozes | Pois Canté!! 1976 | Vozes na Luta LP 10. Para uma Nova Mdsica Popular
na Luta Portuguesa. 1974 -1980
171 | Brigada Victor | Eito Fora - Cantares 1977 | Mundo Novo LP 10. Para uma Nova Mdsica Popular
Jara Regionais Portuguesa. 1974 -1980
172 | Fausto Madrugada dos Trapeiros 1977 | Orfeu/ Arnaldo Trindade | LP 10. Para uma Nova Mdusica Popular
Portuguesa. 1974 -1980
173 | Grupo Trovante | Ch&o Nosso 1977 | Diapaséo / Lamiré LP 10. Para uma Nova Mdsica Popular
Portuguesa. 1974 -1980
174 | Letria, José Quem Cala Consente 1978 | Orfeu/ Arnaldo Trindade | LP 10. Para uma Nova Mdsica Popular
Jorge Portuguesa. 1974 -1980
175 | Régio, José José Régio Por José Régio 1958 | Orfeu LP 11. Protagonista na Sombra
176 | Marceneiro, The Fabulous Marceneiro 1960 | Columbia/EMI LP 11. Protagonista na Sombra
Alfredo
177 | Rodrigues, Amaélia Rodrigues 1962 | Columbia/ Valentim de LP 11. Protagonista na Sombra
Amélia Carvalho
178 | Carmo, Carlos Fados do Meu Coragédo 1964 | Decca/ Valentim de EP 11. Protagonista na Sombra
do Carvalho
179 | Duo Ouro Mulowa Afrika 1967 | Columbia/ Valentim de LP 11. Protagonista na Sombra
Negro Carvalho
180 | Orquestra Joly Braga Santos: Fifth 1969 | Decca/ Valentim de LP 11. Protagonista na Sombra
Sinfénica da Symphony (Virtus Carvalho
Emissora Lusitaniae)
Nacional -
Silva Pereira
181 | Osorio, José Uma Voz do Fado 1969 | Movieplay 2 EP 11. Protagonista na Sombra
Manuel
182 | Objectivo This Is How We Say 1970 | Movieplay Single | 11. Protagonista na Sombra
Goodbye / The Dance of
Death
183 | Paul Gerard My Way and Other Ways 1971 | Columbia/ Valentim de LP 11. Protagonista na Sombra
Orchestra Carvalho
184 | Fé, Mariada Maria da Fé 1973 | Estudio / Mundusom LP 11. Protagonista na Sombra
185 | Jalio Pereira - Bota Fora 1975 | Orfeu/ Arnaldo Trindade | LP 11. Protagonista na Sombra
Carlos
Cavalheiro
186 | AAVV Operarios do Natal 1976 | Toma L& Disco LP 11. Protagonista na Sombra
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187 | Carlos Alberto Fungaga da Bicharada 1976 | Diapasédo / Lamiré LP 11. Protagonista na Sombra
Moniz - Maria
do Amparo
188 | Carvalho, MPCC 1976 | Orfeu/ Arnaldo Trindade | LP 11. Protagonista na Sombra
Paulo de
189 | Carvalho, Paulo de Carvalho 1977 | Orfeu/ Arnaldo Trindade | LP 11. Protagonista na Sombra
Paulo de
190 | Quarteto Classicamente Amadores 1977 | Toma L& Disco LP 11. Protagonista na Sombra
Zimarlino
191 | Mendes, Carlos | Cangoes de Ex-Cravo e 1978 | Toma L& Disco LP 11. Protagonista na Sombra
Malviver
192 | José, Francisco | Olhos Castanhos 1951 | Philips 78 01. Antes de 1960
RPM
193 | Bravo, Maria Vocés Sabem L& 1958 | Decca [/ Valentim de EP 01. Antes de 1960
de Fatima Carvalho]
194 | Gaspar, Mimi Tic-Tac / Saudades da 1958 | Alvorada/ Ré&dio Triunfo | EP 01. Antes de 1960
Severa / O Fado Foi a Paris
/ Mé&ezinha
195 | Rezende, Maria | Toda de Branco Vestida 1958 | Alvorada/Radio Triunfo | EP 01. Antes de 1960
de Lourdes
196 | Ribeiro, Artur Cha-Cha-Cha P'ra Namorar 1958 | His Master's Voice / EP 01. Antes de 1960
E.M.I. Records
197 | Rodrigues, Amélia Rodrigues Chante 1958 | Ducretet-Thomson EP 01. Antes de 1960
Amélia les Airs du Film "Sangue
Toureiro"
198 | AAVV Coimbra (Avril au Portugal) 1959 | Alvorada/ Ré&dio Triunfo | EP 01. Antes de 1960
/ Sempre Que Lisbhoa Canta
/ Uma Casa Portuguesa /
Lisboa Antiga
199 | Oliveira, Amor a Portuguesa / Tu / 1959 | Alvorada/ Ré&dio Triunfo | EP 01. Antes de 1960
Simone de Nos Teus Olhos Vejo o Céu
/TueS6Tu
200 | Rodrigues, Triste Sina / Céu da Minha 1959 | Alvorada/ Ré&dio Triunfo | EP 01. Antes de 1960
Amélia Rua / Fado Final /
Bailaricos
201 | Mascarenhas, Pauliteiros do Douro / D&- 1964 | Alvorada/ Réadio Triunfo | EP 01. Antes de 1960
Rui de me Felicidade / Billi Boo /

Barco a Deriva
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APPENDIX E
WALL TEXTS AND TEXT ANALYSIS OF THE EXHIBITION A MAGIA DO VINIL, A
MUSICA QUE MUDOU A SOCIEDADE, 1955-1975

Analytical legend:
PARTICIPANTS
PROCESSES | VERBS
(xX) — sentence number

EXHIBITION SPATIAL SEQUENCE OF 20 MODULES AND TEXT OR
SENTENCES INTRODUCING EACH ONE

1. EXTERIOR ENTRANCE

TITLE: A Magia do Vinil

2. INTERIOR ENTRANCE
TITLE: A Magia do Vinil — A musica que mudou a sociedade
BIG PANEL - TEXT

2.1. Introductions

Em (1)OUflbro, [¢] MesTdarmisicatemyAlfmada, (2)0SIFioSTEN0SISons invadem 0§
EalipaREROSICUIRRAISIEBICHHERINS, (3)(os ritmos e os sons] reunindo ESIFESSEAS (4)8 [os
ritmos e 0s sons] promovendo a partilha de emogdes que s6 a misica consegue despertar.

Mas, (5)almusiea nio se faz SONGENSONS. (6)[A musica] Invoca também, fORMASHENCOIES
(?)[formas e cores] [l se Ihe associam (8)[formas e cores que] Bl perpetuam. (9)[A musica]
Ao materializar-se Eiibdiseo, (10)aNMmisica sai OSIPAICOSIENOSIESPacoSIPUbIIEes « (11)[a
musica] entra flaSHCaSastASIpEss0as, (12)[a musica] estreitando Elielaca0 e (13)[a musica]
conquistando [BIESPAGONICICACIANIN.

(14)ANMGSIEE desperta PAIKGES e (15)daNPAKES nascem SElimentosideIpErEnCaNACIIitados
el GraVaCAONdISCOGrATICAOSIMAIORESIEXIIOSIMUSICAIS. = at¢ dos menores, (16)porque ndo
s40 mensurdveis. as coisas do gosto e da emogao!

(17) EOMGESTAPAIRECIGUE nasceu AEOIECAONIEIUISEOSERVRI, (18)[colegdo de discos de vinil]
desenvolvida por um grupo de antigos alunos da Escola Secundria Emidio Navarro,
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(19)[ESEM ¢] ERIAIMEEE, (20)[colecio] ENGUENAGORE se dispdem a partilhar CORMAICIOAGE,
(21)[coleczo] EIANBEGRIIE percursora AOSIMAISISIGNIficAtVOSNmOVimentosumusicais, (22)d8
que a exploséo do Rock Portugués nos anos 70 e 80 ¢ um significativo exemplo [dos mais

significativos movimentos musicais].

(23) ANEXpOSiCAONESTASNCAPASNUBNAISEOSIVIRI. (24)(a exposicdo] apoiada PEIANCAIAR
Municipal de Almada, representa o reconhecimento do valor cultural e social da Musica e das
diversas formas de criagéo artistica que Ihe estdo associadas.

Porque, afinal, (25)AlUSicaNamben se vé, (26)EHEMPONdE ver a [HillSica. (27)AMaVESNIas
CAPASIGSIAISEOSIGHE he sublinham EAGHE.

Antonio Matos

Vereador dos Servicos Municipais socioculturais, Desporto, Informag&o e Turismo

(1)O fim da segunda guerra mundial abriu caminho a um desenvolvimento econémico,
politico, social e cultural sem precedentes nas sociedades ocidentais. (2)Novas estéticas e
ROVASNEOTIaSHlOSGHCASISIPSIGARAIIGICAS influenciaram e moldaram EOfENtESICOMONONEAIIG
do absurdo, o “living theatre”, Becket, o “nouveau roman”, o cinema underground, a
“nouvelle vague”, a pop art, a op art, a musica concreta, 0 bop e o free jazz, a danga
moderna, para mencionar apenas algumas. (3)Impelidas, todas elas. pelo grande impeto de
mudanga que varria a sociedade.

(4)E neste contexto que iré surgir, em meados de 50 nos Estados Unidos, um movimento
musical designado por rock” n’ rol — (5)[rock " rof ¢] uma mistura de elementos do country
eldorythm “n"blues -, (5a)[rock n ' ro/] CUjaNOZ MaiS Conhecida sera alde EIViSIPresley.
(6) EStENMOVimentoporsuaez, estara na origem da eclosio AolttoNNiciadoremulnglaterrae
nos Estados Unidos em principios de 60, (7)cujos principais mentores serdo Bob Dylan e os
BEAIES, (8)[outro movimento] produzindo if@NerdaciarevollcaoMaoIapenasImuSICalmas
igUalmenteInopIaNeIdasImentalitates (9)[outro movimento] e acompanhando culturalmente
mudangas sociais impulsionadas por poderosos movimentos ideolégicos: social-democracia e
comunismo, feminismo, independéncia dos paises colonizados, etc.

(10)0 rock encanava de certo modo a rebeldia da juventude, a sua vontade de mudar
eostiifiesieIserprotagonista. £m meacos de 60, (11)aifUdancamnalsociedade era {&GIprofundd
que mal se conseguia imaginar como eram as realidades 10 anos antes.

180



(12)Ol6ie ComegoU Por Ser Uma misica Simples e directd, como era BOEKEERS0, (13)[o rock
de 50] transformou-se, Eifililieadosidelo0NnumiecUNdoICaleidoscopioMmusical . (14)ONGEKIER
pop assimilaram o folk, 0s blues, o country, o thythm “n’ blues, o soul, o funky, Sinatra & C*,
elementos do jazz, do classico, da misica concreta e electrénica; elementos doutras culturas,
como por exemplo da misica latina ou indiana. (15)J4 ndo era de admirar se os Beatles
gravavam discos com o recurso a gravagdes invertidas como era o caso na miisica electronica
(16)GUISE [os Beatles] usavam [iffiaiGraNUGIOMGUESHa)COMONNaSUANODrasprimaaDSOIUtaIde
1967 que dé pelo nome de ‘A Day In the Life’. (17)O dilema classico-popular foi
ultrapassado pela sofisticagdo das formas e contetdos inerentes as novas condigdes de
produgdo. (18)E isso independentemente de todo o comercialismo montado pela maguina da
inddstria discografica.

(19)Mas’agrande mudanca musical tinha comecado ginda nos anos 40 no jazz com
movimento bop e Charlie Parker. (20)Emergiram entao nomes como Thelonius Monk, Miles
Davis; Orniette Coleman; John'Coltrane. (21)OStalentos; entad, comecaram a brotar: Presley;
Dylan, Lennon, McCartney, Mick Jagger-Keith Richards, Tim Buckley, Lou Reed, Leonard
Cohen, Van Morrison, Frank Zappa, Sandy Danny, Joni Mitchell, Ray Davies, Brian Wilson,
Jimi hendrix, Syd Barret, Neil Young, Phil Ochs, David Bowie, Brian Eno, Brian Ferry,
ROBEAAL. (22)Noutras latitudes surgiram JOBiRIGICHICOIBUArGUCHBICIeIBrassensIeNose
Afonso. (23)Esta ‘movida’ global, se assim lhe quisermos chamar, apesar dos meios de
expressdo diferentes, ¢ um dos mais importantes movimentos culturais e artisticos do século
XX. (24)E com o advento do rock em meados de 50 que comegou a massificagao da venda do
diScoNdeNVininNaepoisNampliadanemiB0l (25)No principio de 60 aparece GNStereoN(26)EN08
FEPrOUUEORESNOSNGIFaRdiSEosIs tornaram-se FGISISORISHEAEOS. (27)Emerge (ANPOUSFOSE
inddstria da qual o elemento nuclear é o disco de vinil. (28)A mdsica entrou no nosso
quotidiano ja no apenas através da radio mas também através do disco de vinil, (29)[disco de
vinil] fllé tinha entio GSCIMatosIICIEPIEPICISIRgIE]

2.2 Anos 50

(1)Em meados de 50 o panorama musical nos Estados Unidos era dominado por Sinatra
outros crooners, algumas estrelas da Broadway e do cinema, mdsicos do country como Roy
ACUTRNERKAWilliEMSIOUNIORRAYICESH. (2)ONBIK aparecia @ e (3)destacavam-se WMGEHY
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Guthrie e Pete Seeger. (4)E havia, claro. as grandes cantoras de jazz como Billie Holiday ou
Ella Fitzgerald.

(508 Cantores deTbIUES tinham Ui pUBIICOTESSENCIalMENtE G e (6)merecem {ESTAGUETD
blues rural de Robert Johnson, o canto feminino de Bessie Smith, os blues urbanos de Muddy
Waters e B.B. King, entre tantos outros evidentemente. (7)Eles irdo ter uma influéncia
absolutamente decisiva em Bob Dylan, em todos os grupos ingleses, a bem dizer, incluindo
os Beatles; e, mais tarde, nos grupos americanos que surgem em meados de 60. (8)Havia, por
outro lado, ifiaiMUSICAGUECIHAMAVARNYUNTIANBINGS — (8a)[7:ythm n” blues ¢] IIDIIEY
BGBISEAGG -, (9)[7yrhm ‘n’ blues) il tinha AGMESICOMONCHUCKNSEHYICNSONDIGUICYMNENIE
outros, que terd uma influéncia fundamental na estruturagio do rock ‘n’ rol.

(10)Surgem entio ENISIPIESIEYISIROVIOBISoNI(11)8UE [Elvis Presley e Roy Orbison] gravam
oS primeiros discos para a etiqueta SUN pioneira do focki (12)Aparecem depois Gene
Vicent, Buddy Holly e dezenas de outros. (13)Entre eles, estd Bill Halley e o seu ‘Rock
AFGURENABIBISE, (14)[Rock around the Clock] llé ¢ (ifiaESITArcasIEmbIeMmaticasidoNnicio
do rock.

2.3. Bob Dylan

(1)OfolK continuou a captar AOVOS MUSicos, como Joan Baez, Peter, Paul & Mary e Bob
DYIER. (2)BYIaR scra HiferenteNpeIaNGeNIalEate. Apesar da textura folk dos seus primeiros
discos, (3)BYId incorpora j4 ai GliifaSISONONdadESNENtGlasIGUAISIOSIBILES. (4)ASISUASIIEHaS
estdo oS antipodas’de tudorfeifoTatéTentad. (S)El8 transformou fadicalmentera forma
iFadiCIGRANGENGANEEE. Com a assumpcdo, em meados de 60, da mudanga para sonoridades
elétricas e com o recurso nas suas letras a imagens desconcertantes e surrealistas, (6)BYIER
elevou a um nivel superlativo as suas cangdes. (7)Sdo desse periodo os seus discos mais
importantes. (8) Subterran homestick blues’ (65), ‘Highway 61 revisited’ (65) e ‘Blonde on
blonde’ (66) formam uma triologia que influenciou toda a mésica rock e demais. (9)"Like a
rolling stone’, a faixa do album ‘Highway 61 revisited’, influenciou tudo e todos. (10)As
versdes das suas cangBes deste periodo contam-se as centenas.
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2.4. Beatles/Rolling Stones

(1)Os Beatles e os Rolling Stones lideraram a chamada ‘invasdo britanica’ da América em
PHACIPIGSIAENE0! (2)ANSUANMiIZAdENIFVAIIGATE fez com que que nascesse [ifidiGMpatiaientie
AMBOSINrARIEIOSIAR0SI60. Normalmente, em resposta a um discos dos Beatles que dava um
passo em frente, (3)0SHSIONES respondiam COMMAIGONSIMINGN, apesar das idiossincrasias de
cada uma das bandas. (4)OSISIONEs sempre tiveram ifiGconondadeIMais proximaiiosiollese
os Beatles mais pop. No entanto, (5)foram os Beatles quem, a partir de 65 com o &lbum
‘Rubber Soul’, depois com ‘Revolver’ (66), ‘Sargent Peppers...” (67) ¢ ‘The Beatles’ (album
branco) de 68 marcou o ritmo e definiu os parametros do pop-rock, em sentido restrito, e de
tudo ao fim e ao cabo, em sentido geral. (6)Para esta performance de grande qualidade
contribuiu muito o papel desempenhado pelo produtor George Martin. (7)Os Stones a certa
BRI pareciam ter perdido BMAGHE, mas com a mudanca de produtor (Jimmy Miller) (8)[os
Stones] conseguiram retomar [PacioesideroualidaderaorsetnmelnormiveeIproaizirosisens
melhores discos: ‘Begars Banquet” (68) ¢ ‘Let it Bleed” (69).

2.5. O Pop em Inglaterra

(1)Os grupos pop ingleses de 60 nasceram todos sob a influéncia do rock ‘n” rol e da miisica
REGraEmErcanal () NOIBFRCPIGIIEGO havia GSISHAIGWS] (3)[shadows] {l produziam i
msica instrumental muito em voga na época. (4)Mas ¢ principalmente com a influéncia dos

BE&HIES - ¢ também de Dylan evidentemente — que comegaram a florescer ESHDANUGSHPOR.
(5) ASEGUiRacs BEatIesIeaoSISTonesNoIGrUpoIMaISImportante sao BSIKIRAKS. Diferentemente
daqueles, (6)i0HASIASIGANG08S sdo compostas FOFIRAYADAVIES, (7)[<inks] BNGHE faz dele il
dos principais autores de 60.

(8)Entre as bandas mais importantes, contam-se: Animals, Small Faces, Who, Yarbirds,
EGHIBIES] para mencionar apenas algumas. (7)CAUANIMAGESESIBANGaS produziu [FNGIENE

as nossas vidas. (8)Muitas delas, apesar da erosdo do tempo. fazem e fardo parte do
patriménio cultural nosso e da humanidade.
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2.6. Pop Americano

(1)O pop americano ja nos tinha dado belas melodias anteriores aos Beatles. (2)das quais
[belas melodias anteriores aos Beatles] hé a salientar ESIpIOGUZIOASIPORIPNINSPECIONCHIatoN
do conceito “Wall of Sound’ — (3)[Wall of Sound €] Um auténtico muro sonoro atrés das
vocalizagdes dos intérpretes, que muita influéncia teria posteriormente. No entanto, (4)a
pieirabantaPORIE0IESTIEIIoSIBEAIIES sao BSIBEACHIBOYSI (S5)[Beach Boys] il produzem
dezenas de hits a0 longo da década. (6)O compositor Brian Wilson, autor da quase totalidade
das cangdes, ¢ a forca criativa do grupo e a sua influéncia ainda hoje se faz sentir. (7)‘Pet
Sounds’, o album de 66 ¢ considerado um dos melhores de sempre.

(8)Em 65 apareceram SillonNGNGarUNKCINOSHEOVI NSpOONIUINCIOSIBYIdS, estes ltimos
grandes divulgadores das cancdes de Dylan. (9)Depois vieram GSEIUTHCSHOSINVIAMA SIethe
Papa’s, os Love, (10)cujo ‘Forever Changes’ ¢ um dos discos intemporais da msica pop.
(11)Ha HmaNerdadeiraexplosaolemimeadosidens. (12)Entre muitos, contam-se GSHDOOIS)
Jefferson Airplane, Buffalo Springfield, Janis Joplin, Country Joe & the Fish e The Band, que
focarao com Dylan! (13)Nao voltaria a haver Uil |peFiodo t0 diverso; criativo e fecundo coma
0 que vai de 65 a 69.

2.7. MUsica Soul

(1)ANRESIEAISOUI desabrochou EiimeadosSIde60NMItot00ISEUNESPIBREBE. (2)[A musica soul]
Consistia na fusdo do rhythm ‘n’ blues com o pop e o rock. (3)A sua primeira grande
influéncia ¢ Ray Charles e depois James Brown, com a sua sonoridade mais funky e
dancavel.

(4)Ha CISORIGESICTOUSTASISISIATRIGE, (5)(ctiquetas Stax/Atantic] CUjGSNPHRCIDAISNIOMES
sio DiSIREHHIRGNATSHaNEFERRIRMWVIlSSRIPICKEHISNSaEENNaVE, (6)(Otis Redding, Aretha
Franklin, Wilson Pickett e Isaac Hays] il séo, digamos, Gigenuinosoul. (7)E ha GISoRimais
FopNGENEtiGUSENTaRIERVIGESWE, (8)[Tamla-Motown] {ll§ produzira AiGUaSHOESHEINOES
cancdes do género. (9)Four Tops, Supremes, Temptations, Stevie Wonder, Smokie Robinson
e Marvin Gaye séo os principais nomes da constelagéio Motown.
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2.8. O Psicadelismo

(1)O psicadelismo teve a sua origem nos “acid tests”, em S. Francisco, verdadeiros
FhappeninEsmultidensonaisy, (2)feSEsNonge se tomava [f6GAl (3)BAEE se projectavam
imagens exuberantemente coloridas, (4)e onde a mésica, meio improvisada e lavada até ao
limite de solos muito longos, contribuia para a sensagdo de “felicidade” ¢ “amor universal”
que foi teorizada pelo movimento hippie. (5)Uma das bandas pioneiras deste movimento
foram OSMMEIIOEKS, mais tarde rebaptizados como Grateful Dead, (6)El0SICONGEIIO8 chegaram
a ter dimensGes épicas nas famosas salas de Avalon Ballroom, Fillmore Auditorium e
FillGrENVESINOENSIIFIangiSeal que atrairam as grandes estrelas de ambos os lados do

Atlantico.

Associado a estes concertos e através dos respectivos cartazes, (7)nasceu HIESietica
psicadélica. (8)A legibilidade das letras era menorizada através de formas e letras fluidas e
distorcidas que ocupavam todo o espago dos cartazes; (9)os padres fluidos reflectiam o som
e os estados alterados da mente por influéncia dos alucinogénios. (10)Outros elementos
visuais integrados pelos psicadelismo eram as imagens da América “primitiva” (indios) e o
iMaginarioNVitoriane. Em Inglaterra, (11)0SNBEALIES fizeram FTOMOOWINCVEIINOWS: e
‘Revolver’ (66), ‘I Am the Walrus’ (67) (12)EN0SHSIONes gravaram em 67 GHaIDURIINGIES
Satanic Majesties Request’ como resposta ao ‘Sargent Peppers...” dos Beatles. (13)E de
realcar, no entanto o papel preponderante que tiveram Jimi Hendrix e o Pink Flyod de Syd
BaIGl. (14)Juntaram-se-lhes NardBifaSIPICty R TNINOSISMalNFacesnentraitia; mais tarde
(15)apareceram os Tomorrow, The Smoke, July, Spooky Tooth, Creation, Deviantes, Arthur
Brown, entre muitos outros.

Nos Estados Unidos, (16)surgiram primeiro @Slgaragenbands) — (16a)[‘garage bands’ sio]
literalenteNbandasNaeNGarage — (17)(garage bands] il gravaram [iSCOSHiRTINENGIA00S
pelos grupos ingleses; como 0s Them ou 6s Who! (18)Mas logo surgiram psiseminais Seeds,
Thirteen Floor Elevators e Electric Prunes; uma segunda linha com Blues Magoos,
SHaWBEH Al MICIGCKIEIPEarISIBEToreISWIRENERAIEIOUIRoS. Entretanto, (19)apareceram §§
bandas da costa oeste como os Moby Grape e os Grateful Dead. (20)Frank Zappa e os
Mothers of Invention e Captain Beefheart produzirio alguma da melhor e mais
incompreendida msica desta época. (21)Mas a banda seminal ¢ Velvet Underground (de Lou
Reed e John Cale), (22)GHjoNpHmCHONIDUMNVEIVCHUNICISIOUNUNGNICo] (— (23)[‘Velvet
Underground & Nico’ ¢] Bhiamosonalgumidanbanang -, (24)[‘ Velvet Underground & Nico']
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produzido FORVARGYAWERRGE) ¢ hoje considerado ifiHGSIMAISNMpOaNtesIeNNTIUSHIESIdE
sempre.

2.9. Os 45 RPM

(1) OSHESIREM sto SHiSCoSENGeparaSobINommAaIeNsRl (4 faixas, duas de cada

lado) BENSIAGIE (duas faixas, uma de cada lado).

Até meados de 60, (2)EStentormatg cra BIMaISIvVendidd. (3)Nao era assim fONCIASSICONENI0
jazz, (4)onde por razdes l6gicas o LP era o formato mais procurado. (5)O LP foi
progressivamente tendo UERdasiSimilaresiandosisimgicsienipss. (6)ANdifamicaleeonomica
@88 o permitiu. Em Portugal, no entanto, dados os condicionamentos existentes, (7)8§
formatos eMBIotac0es continuaram a ser BSIMaISIVeNaitos. (8)Estes apareciam no mercado
sob duas forms 05 editados localmente, como 0s dos Beatles ¢ Stones, & 05 editados o
estrangeiro, nomeadamente os editados em Inglaterra e Franga.

2.10. Singer/Songwriters. Cantores/Autores

(1)A constelagdo dos chamados singer/songwriters floresceu sob a égide de Dylan e (2)[A
constelagdo dos chamados singer/songwriters] produziu BIGURSHGOSHMAIOICSRialentosnto
nosso tempo. (3)Tim Buckley, Joni Mitchell, Nick Drake, Lou Reed ou David Bowie so
alguns. (4)Ndo podemos evidentemente esquecer Lennon pelo facto da sua principal
prodicacNersidoiclaboradanacpocaiBeaties| (5)poIsielE [Lennon] €, sem sombra de duvida,
um dos mais influentes (6)€ [Lennon] produziu mesmo em nome individual alguns discos de
maior fulgor.

Entre os que se destacaram, (7)NCUNEIGUEM mantivesse ifialconstanciaideioualicatencomo
Paul Simon, Leonard Cohen, Donovan, Roy Harper, Sandy Denny, Scott Walker ou Neil
NEGURG. (8)ENGUEH tenha feito flOUNMaISIISCOSIASIEXCEISRTENIVEI(9) EIEEPGIS [quem tenha
feito] discos medianamente mediocres, como foi o caso de Cat Stevens e Elton Jonh, sendo
EStENITimONGICaSIMAISIEXEremol Perante a péssima qualidade dos seus discos a partir de 73,
(10)poucos sabem que ele produziu discos como “Elton John’, o seu primeiro album (11)e
[‘Elton Jonh’ ¢] [idGSITEIRGIESIAENOT0!

(12) ENFURGERERIA lembrar AGMESIEOMOIPRINOERSIEIDAVIBNACKIES. (13)(Phil Ochs e David
Ackles sao] dois dos melhores autores americanos, embora pouco conhecidos; (14)[E
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fundamental lembrar] EGUTGINVFOINCRRMCAISIEIRCEEFNIYAH, (15)ESSEMIIERG [Robert Wyatt
¢] ANORGENROCKNBGHONE, (16)(Rock Bottom' ¢] [INUOSHOISCOSISCIINAISNOGNI0. Mais
recentemente, (17)revelou-se BillceIopringsteen, (18)GU8 [Bruce Springsteen] lancou EIGURS
discos genuinos e marcantes em 70.

2.11. Os anos 70

(1) clima que se respira na sociedade em principios de 70 ¢ de algum desencanto, apesar das
pioflRGEsNiraRSTormacoesNGUENaNmesmansofiel. A pouco e pouco, (2)BNSHEMSIGHS foi
ocupando BISCUNGAR (3)SGIEROMEICONSUMOIIEIGR0GAS tinha ceifado FlliESNIGES

(4)MIGHEGE tinham chegado exaustos ENfiNOANGECA0ANTAININNANSIGONANSUANAINCINANTE
ACHVIAGEIENFOGUIVIOATE, (S)EMAIGURS mostravam excessiva (EpENGENCIAIASIIOGASHONIUE

(6)Novas corrente e novos nomes surgem na ribalta. (7)O chamado ‘rock progressivo’ -
((7a)[o rock progressivo tem] _

Produzirdo dois discos marcantes em 70: ‘Dark Side of the Moon’ e “"Whish You Were
BB, este ultimo dedicado a Barret. (10)NiGSHaNbancaNGUENMaNtcIanumanconstanciance
qualidade durante a década sera King Crimson. (11)Outras bandas, embora de qualidade
desigual, editardo alguns discos fundamentais do género: Genesis, Gentle Giant, Van der
Graaf Generator, Yes, Jethro Tull, Emerson, Lake & Palmer, Family, para citar algumas.

(12)ONREFAIGER, outra corrente que se afirmaré de forma retumbante, tem ERIECORZEpeIlinig

Nos Estados Unidos, (13)GIGOURMIYAOCK atrai AEOSOSIMUSICOSNNTINCHCIAG0SIDOMOIOSHYA
Stills & Nash e Gram Parsons dos Flying Burrito Brothers.

(14)Uma tendéncia que surge ainda em finais de 60 ¢ o chamado rock de fusdo, largamente
influenciado pelo jazz. (15)Soft Machine, Gong, Henry Cow e IF sio os representantes
destacadostnalEuropa; (16)Chicago e BIood, SWeati& Tears [sao destacados] AOSIESAHGS
Unidos. (17)O grupo Santana produzira uma misica de fusdo com elementos da msica
latina. (18)O LP Abraxas langado em 1970 sera um éxito colossal.
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(19)NGIORIEMMAGIAIER ofirmam-se FEIRGXVINMUSICEEIBHAREEHY. (20)(Brian Ferry ¢] il
dos Grandes Composifores . (21)Sem esquecer Bijaimencionado Bowie & TIREX. (22)A
banda pop por exceléncia nos Estados Unidos serdo os Credence Clearwater Revival, que
[omardo de’assalio’as tabelas de vendas! (23)Na Gré Bretanha ha Ui forte Fevivalismo folk
devido a influéncia dos Fairport Conventiom, de Sandy Denny e dos Steeleye Span.

(24)Uma das tendéncias mais criativas ¢ a do chamado Krautrock, vulgo rock alemao, como é
conhecido, visto 0s seus grupos serem predominantemente alemaes. (25)[O Krautrock] E um
rock eclético, experimental, por vezes electronico. (26)Faust, Can, Amon Duul e Kraftwerk
séo alguns dos mentores.

(27)NEE se devem esquecer BSIRESIGENES, (28)[0s Residents sdo] HSIAMEricanOSIGUEazen
URamtsicaIproXimantalelecironica (29)8 ¢ igualmente de assinalar ElfUSICaditalambiental
(30)[a musica dita ambiental] Gl tem em Brian Eno SiSUaIDRIMGItarTigural

(31)TOHASNESTASNCOMENIes — ou quase todas — rapidamente entraram EiNOECINIG. (32)Em
meados de 70, com o advento do disco sound, reinava ficicenaimusical URICHOMMEIMAIASHIO .

2.12. Jazz

(1)O jazz evoluiu nos seus primérdios gragas ao talento dos seus instrumentistas,
nomeadamente de alguns pianistas e saxofonistas. (2)Um dos mais influentes e inovadores,
compositor dotado e eximio pianista, foi Duke Ellington. (3)O seu contributo para a evolugao
do jazz ¢ inestimével. (4)As grandes mudangas na evolugéo das formas do jazz comegaréo em
meados de 40 com Charlie Parker e o movimento Bop. (5)Em 50 aparecera o cool e Miles
Davis. (6)Este passara por diversas metamorfoses estilisticas até atingir o zénite com ‘Bitches
BISWASHNOT0! (7)TREIGRIGESIVIGAR (- (8)[Thelonious Monk ¢] HfONGCIROUNGNVIGRISHT.
(9)“Round Midnight’ ¢] iiidOSIMEINOIESIStandardNdoNazzumoderno -), CHEFIESIVIRGISIEn
NiGEErRNEZZNOUAHEENEAIENONIIoS, afirmar-se-d0, (10)[Charles Mingus e o Modern Jazz
Quartet entre outros] dando [iICURROIIECISIVAMENICIMOtCINONON 22,

(11)Estava, no entanto, ainda para vir Giaisiprofuncarevollcaomonjazzimodernc: (12)0Nree
jazz, que tera em Ornette Coleman, John Coltrane, albert Ayler, Cecil Taylor e Sun Ra as
suas figuras mais destacadas. (13)Destes, ¢ porventura John Coltrane quem, com a sua
criatividade inovadora, mais profundamente marcou o seu tempo (14)e [John Coltrane] ¢ por
muitos considerado o maior génio musical do jazz.
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Nos anos 70, entre outras figuras, (15)destacam-se BNSaXOIONISIANANTNONYIEIAXIONMONAL
Ensemble of Chicago e o pianista Keith Jarret, (16)[Ketih Jarret ¢] autor do famoso disco

2.13. Musica Francesa/MUusica Latina

(1)A diva da cancdo francesa ¢ Editih Piaf. (2)Piaf influenciou todos os que se Ihe seguiram.
(3)Mas a figura canénica da musica de lingua francesd ¢ Jacques Brel, (4)[Jacques Brel €] um
belga que fez a sua carreira em Franga. (5)Brel influenciou tudo, incluindo numerosos autores
iNGIESESINamericanos! (6)ASISUASICaNcoes esto traduzidas Paralmensasiinguas (7)e existem
dezenas de versdes das mesmas. (8)Scoot Walker venera-o tanto que Ihe dedicou um disco
inteiramente preenchido com cancdes suas.

(9)Na cangdo francesa merecem destaque Georges Brassens, Leo Ferré, Jean Ferrat e Serge
Gainsbourg. (10)Destes, 0 mais original e importante ¢ Brassens. (11)Entre a chanson e 0 pop
existem dois nomes que editaram alguma boa msica em 60 e que tiveram um imenso éxito
em Portugal: Gilbert Bécaud e Charles Aznavour.

(12)A pop francesa teve em 60 uma elevada qualidade. (13)Michel Polnareff, Francoise
Hardy e Jacques Dutronc e ainda Adamo, Nino Ferrer e Antoine sio os principais
protagonistas. (14)Sylvie Vartan e Johny Halliday foram duas figuras que a época tiveram
grande éxito.

(15)Em Italia destacou-se Rita Pavone, que cantava cancdes de Nino Rota, autor das bandas
sonoras dos filmes de Fellini.

(16)EMPESPanRE, ha que referir em primeiro lugar PacoMIDaNeZ, (17)[Paco Ibariez ¢] [
grande compositor. (18)Joan Manoel Serrat, o grupo Aguaviva, Luis Lach e Maria del Mar
Bonet sdo nomes importantes de 60 e 70.

2.14. Musica em Portugués

(1) NESICAPOFGUESAIBNAE0 ocupou MNUGARGERIEI (2)EVATAIIA ra - e ainda ¢ - HSlA
VG2 (3)AIGE conhecida e apreciada EiiliodoNONmUNG. (4)ANSUANMPOMARGE nao tem
paralelo no fado. (5)Mas também ha Marceneiro, Maria Tereza de Noronha, Carlos Ramos e
Carlos do Carmo.
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(6)O fado de Coimbra conhecera um incremento em principio de 60 com a chegada de novas
vozes: José Afonso, Luis Gdis, Adriano Correia de Oliveira.

(7)IOSENATONSE afasta-se progressivamente albaladascoimbra (8)8 [José Afonso] relanca §
sua carreira em 67 com o lancamento do LP ‘Cantares de Andarilho’, (9)[ Cantares de
Andarilho’] que ¢ [fIMAICOMIStOricOMaNMmUsIcaNportuguesa. (10)CORtiUARaN editar HiS6o8
fundamentais, (11)entre os quais avulta ‘Cantigas de Maio’ de 1971.

(12)Outros o seguirdo: José Mario Branco, Sérgio Godinho, Adriano Correia de Oliveira,
FAUSTOIENVTORIRG! (13)Mais tarde, aparecerdo GSETTOVANLE.

(14)Num registo diferente, influenciado pelas recolhas de Lopes Graga e Giacometti, ha que
lembrar FNFIGMONICANETAUCGIIAbANdANI0NCASACD. (15)E ha CAHGSIPATEHES, (16)[Carlos
Paredes €] uma figura absolutamente singular no panorama musical portugués.

No Brasil, (17)0 movimento BossaiNova revelou Anténio Carlos Jobimm, entre outros.
(18)Ele ¢ a'figura’principal da musica brasileird. (19)Em meados'de’60 estrou-se (Chica
BUaFGUE, (20)[Chico Buarque] fuiedepois deJobin ¢ afigura de maior relevo no panorama
musical do Brasil. (21)Seguem-se, entre outros, Elis regina, Milton Nascimento, Alceu
Valenca. (22)Cagtanc Veloso e Gilberto Gil protagonizaram Blmovimento  Tropicalista,
(23)[0 movimento Tropicalista ¢] [ifCCICHSMONMUSICANUCIasSocIavaetunclianudondeser
Choro, o Samba e a Bossa nova at¢ Roberto Carlos e 0 pop/rock no seu conjunto.

(24)0'ock em Porfugal’na década’de’60 esteve condicionado pelasidebilidades estruturaisida
PaiSNENpEIaSNaifiCeiSNCoNdICoeSNAENPOEUCEE. Apesar de tudo, (25)houve EIGUMASHG0AS
iniciativas que ndo tiveram continuidade porque o servico militar e a guerra em Africa
faziam, de uma ou de outra maneira, abortar todos os projectos. (26)Ha uma verdadeira
eclosdo de bandas em meados de 60. (27)Os destaques véo para os Sheiks, os Ekos e o
Quarteto 1111. (28)Qualquer um deles gravou vdrios 45 rotagdes de nivel bastante aceitavel,
(29)[de nivel bastante aceitavel] HEGUEIESHOUE nio envergonham GlENCONCOMpatadoSICOm
outros de paises que nao a Inglaterra e os Estados Unidos. (30)Em 70 aparece o album
‘Mestre” dos Petrus Castrus (31)e € ainda em meados de 70 que se estreia Jorge Palma,
(32)[Jorge Palma] ifilOMEIUE ir ter IflERCIARaSIGEraCoeSISeqUIntes!
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2.15. Rock em Portugal/Rock em Almada

(1)Em Almada, o destaque primeiro vai para os Dakotas e os Guitarras de Fogo. (2)Nos
Dakotas pontificavam Luis Paulino, José Eduardo (vulgo Zé Nabo) e Z¢ da Cadela. (3)Os
GGISNBFIMEIFGS integrardo mais tarde BSNEKOSICOMNOSIGUAISIOraVArGONdOISNEPS| (4)ZENdd
Cadela, por muitos considerado um dos maiores bateristas portugueses, tocara com diversos
iiSicosNentreNosIGUAISIIGSENVIERGNBIANCY (5) B [2¢ da Cadela] gravara GONOSIOBECHNG
AlGURSNdiScosonteNreenconiraranoseNEdUardel (6)[z¢ da Cadela] Tocara também, GO
mdsico de estlidio, em imensos discos, sendo de realcar o LP da Filarménica Fraude. (7)[Z¢
da Cadela] Fez ainda parte (OSIKamMaiouta, (8)[Kama Sutra] Gl agrupava HfNGIpEIICIDONS
msicos almadenses. (9)Os Guitarras de Fogo foram os Gnicos a gravar um EP em 60.
(10)[Os Guitarras de Fogo] Calcorrearam BlpaISHCMBCONCEIos (a certa altura também Zé
Nabo e Luis Paulino integraram o grupo). (11)ZENEGUENGONeIe: ainda mantém BIGEUPONEH
actividade a dar concertos por esse pais fora.

(12) EmPAlMada;alEm dos Dakotas € dos Guitaras deiFege. ha que lembrar ainda BSIFAICEES]
0s Sensations e 0s Ogiva.

(13)¢ e salientar a importancia e pioneirismo, a nivel nacional, do Festival da Juventude de
Almada, que se realizou desde 1970, (14)0 ponto alto desta iniciativa osorreu com a Iv
edigéo, em 9 de Julho de 1974, com a participagao de uma das principais bandas inglesas, os
Atomic Rooste.

(15)0ljalFeferidoKama Sutfd tera Grande profagonismonosanos 70, (16)EAd [<Kama Sutral
sido uma das estrelas do 111 Festival da Juventude, em 1973. (17)Dele fardo parte um
excelente naipe de misicos almadenses, como Gino, Jaime, Barata e Zé da Cadela. (18)E de
lembrar o célebre concerto dos Atomic Rooster na Cova da Piedade no qual actuaram na
primeira parte.

(19)O sempre presente Z¢ do Nabo, além de msico de estdio, participou em diversos
projetos, (20)dosiquais ¢ de realcar pIGHIPOTSaladarde Fruitas. (21)E ha plIorgeTFialfid,
(22)[Jorge Fialho] Gl gravou GlGURSIEISCOSIemmInglaterta) (23)0NGUE ¢, por si so, UiNfeIt0
assinalavel.

(24) ESEGURGANEYA trara GSEGOTAICEIEBIESIRIEIEIXUIGSIEIPORERES . (25)(A segunda leva
trara] E também Rock & Varius (de Jorge Lougéo e Gramago) e os lodo. (26)Esta segunda
leva ¢ responsavel por um enorme incremento da actividade musical em Almada,
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(27)[enorme incremento] que se traduziu no aparecimento (EINUMEIOSaSIDANUASINOSIAN0SIS0
e 90, entre as quais os Da Weasel. (28)Mas esta ¢ uma histcria ja conhecida.

3. EXHIBITION

3.1. INTRODUCTION

TITLE: A Magia do Vinil, a muasica que mudou a sociedade

“Apos a 2. guerra mundial (1)ZNpIofUNCaRMUCancancultlral comecou ROSHEUA (2)[a
profunda mudanca cultural] § alastrou ENEUOPE. (3)ANGIANGEIagaNMUSICAlNCUEananima
comecou fiGlja22 e (4)[a grande vaga musical que a anima] estendeu-se HONOCKICIAONDOD.
(5)[a grande vaga musical que a anima] AGabanGOMINAIMENtEIPon contagiar GUIGSIMUSICAS-
(6)Assim despontou um movimento global que sera responsavel &0 apenas por uma
AUERTICANFEVOIUCAGIMUSIEal (7)[movimento global] [iaSHGUAlMEnte [¢ responsavel] GIPIENG

“(8)A massificacdo da venda do disco de vinil em 60 tera um impacto determinante na
MUGERCANAISOGIEHaEs] (9)[a massificacdo da venda do disco de vinil em 60] dando corpo
um dos mais importantes movimentos culturais e artisticos do século Xx.”

3.2. ANOS 50

“(10)TUdQ estava @MUK (11)0T6CK encarnava Alfebeldiaidaljuventude, a’siavontade de
mudar costumes e ser protagonista.”

3.3. POP EM INGLATERRA

“(12)Produziu-se RIMICIENGENCANCOES (13)[lote de cancdes] Gl faz hoje parte (HaNNOSSE
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3.4.BOB DYLAN

“(14)BobiDylan transformou aformatradicional da'cancao. (15)AS Versoes dasisuias cancoes

contam-se as centenas.”

3.5. POP AMERICANO

“(16)Néo voltaria a haver {iiiperfodo 0 diverso; fecundo € Criativo Como 0 que Vai de 1965

3.6. MUSICA SOUL

“(17)USIGANEGHA desabrochou ganhando IGOIOHAOPOPE

3.7. PSICADELISMO

“(18)A “Pop Art’, a misica electronica e a experimentagio invadiram 0 pop com um
caleidoscdpio de influéneias nunca visto.”

3.8. SINGER SONG WRITERS

“Sob a influencia de Dylan, (19)nasceram HlGRSHOGSIMAIOISMAIGIOSNGONNOSSOREMPY
(20) FRIBUEKIEY sers porventura GIFEIRGHEXEMPI0.”

3.9. ANOS 70

“(21)O8NESHlBS renovaram-se (22)8 [os estilos] multiplicaram-se. (23)NoVaSHiendencias
afirmam-se: o rock progressivo, o hard-rock e o chamado rock aleméo sdo algumas.”

3.10. MUSICA FRANCESA — MUSICA BRASILEIRA

“(24)0 grande Jacques Brel e outros elevaram a misica de lingua francesa a um patamar que
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3.11. JAZZ

“(25)EIE8 iniciaram, (26)[eles] influenciaram e (27)[eles] moldaram GHGFANGENMOVIMENEo
musical de mudanga. (28)Eles sio: Duke Ellington, Charlie Parker, Miles Davis, Thelonious
Monk, Charles Mingus, Ornette Coleman, John Coltrane e Albert Ayler. Eles e os
Movimentos bop, cool e free jazz.”

“(29)Ainteraca0/do jazz com outfas misicas e Culfliras foi preponderante paraiaevolucao das
formas musicais.”

3.12. MUSICA PORTUGUESA

“(30)José Afonso e Amalia sao dois pilares da misica portuguesa. (31)O génio criativo de
José Afonso e 0 génio interpretativo de Amélia impulsionaram a mudanga na masica popular
portuguesa.”

“(32)0 movimento da bossa nova exerceu uma influéncia global, nomeadamente no jazz.”

3.13. ROCK EM PORTUGAL - ROCK EM ALMADA

“(33)O rock feito na época em Portugal exprimia as debilidades estruturais e culturais do
pais, agravadas pela guerra em Africa.”

“(34)OSRUSIEES GETAITAGA i) AGERD

3.14. IMPRENSA DA EPOCA

3.15. BEATLES — ROLLING STONES

“(35)OSNBEAES foram BSNGFARUESNMPUISIORAUOTESIGANVIFAGER], (36)[0s Beatles] seguidos
pelos Rolling Stones. (37)A qualidade e a dindmica de ambos foi decisiva na grande exploséo
“Com a sua rebeldia (38)[o0s Beatles e os Rolling Stones] ajudaram a reformar GSiCOSIUMES
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3.16. AVENTURA PSICADELICA

A musica que mudou a sociedade

(39)Divulgar este patriménio ¢ espalhar o saber.”

3.17. AGRANDE AVENTURA DOS BEATLES

3.18. O POP NO SEU AUGE

3.19. 45 RPM

*(40) 08 diSCos pequienos de 45 rpim (Singles € EP'S) eram OSMaisVendidos. (41)Produziram-
se [ETUAGRIFSIPFECIOI0AGESIBEIONTUROONOR (42)[verdadeiras preciosidades] {llf séo B
as delicias dos colecionadores.”
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APPENDIX F

REGISTER ANALYSIS OF WALL TEXTS OF THE EXHIBITION A MAGIA DO VINIL, A

MUSICA QUE MUDOU A SOCIEDADE, 1955-1975

BIG PANEL

1. O fim da segunda guerra mundial

2. Novas estéticas e novas teorias
filos6ficas e psicanaliticas

3. [order] Todas elas
4. E neste contexto que

8. [outro movimento]

9. [outro movimento]

13. [o rock de 50]
14. O rock e 0 pop

15. Ja ndo era de admirar se os Beatles

16. ou se [Os Beatles]

18. E isso independentemente de todo o
comercialismo
19. Mas a grande mudancga musical

21. Os talentos, entdo,

24. E com o advento do rock em meados de

50 que

26. e os reprodutores — os gira-discos -

28. A mUsica

17. O dilema classico-popular

abriu

influenciaram e
moldaram

impelidas
ird surgir,

produzindo

acompanhando
culturalmente

transformou-se,
assimilaram
gravavam

usavam

montado

tinha comegado

comegaram a brotar:

comegou

tornaram-se
entrou

PROCESS
foi ultrapassado

A. MATERIAL PROCESS: PROCESSES OF DOING
PROCESS

GOAL

caminho a um desenvolvimento econémico, politico,
social e cultural sem precedentes nas sociedades
ocidentais.

correntes como o teatro do absurdo, o “living theatre”,
Becket, 0 “noveau roman”, o cinema underground, a
“nouvelle vague”, a pop art, a op art, a musica concreta,
o0 bop e o free jazz, a danga moderna, para mencionar
apenas algumas.

pelo grande impeto de mudanca que varria a sociedade.
em meados de 50 nos Estados Unidos, um movimento
musical designado por rock’ n’ rol [...]

uma verdadeira revolugéo ndo apenas musical mas
igualmente no plano das mentalidades [...]

mudangas sociais impulsionadas por poderosos
movimentos ideoldgicos: social-democracia e
comunismo, feminismo, independéncia dos paises
colonizados, etc.

em meados de 60, num fecundo caleidoscopio musical.
o folk, os blues, o country, o thythm ‘n’ blues, o soul, o
funky, Sinatra & Ca, [...]

discos com o recurso a gravacdes invertidas como era o
caso da musica electronica [...]

uma grande orquestra, como na sua obra-prima
absoluta de 1967 que da pelo nome de ‘A Day in a
Life’.

pela maquina da industria discogréfica.

ainda nos anos 40 no jazz com o0 movimento bop e
Charlie Parker.

Presley, Dylan, Lennon, Mccatney, Mick Jagger - Keith
Richards, Tim Buckley, Lou Reed, Leonard Cohen (see
text for more names).

a massificagdo da venda do disco de vinil, depois
ampliada em 60.

mais sofisticados.

no nosso quotidiano ja ndo apenas através da radio mas
também através do disco de vinil, [...]

B. MENTAL PROCESS: PROCESSES OF SENSING

PHENOMENON

pela sofisticacdo das formas e contelidos inerentes as
novas condigdes de produgdo.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
5. [o rock’ n’ rol] é uma mistura de elementos do country e do rythm ‘n’ blues [...]
5.a) [rock’ n’ rol] cuja voz mais seré a de Elvis Presley.
conhecida
6. Este movimento, por sua vez, estara na doutro iniciado em Inglaterra e nos estados Unidos em principios
origem da de 60 [...]
ecloséo
7. cujos principais mentores serdo Bob Dylan e os Beatles, [...]
10. O rock encarnava de certo modo a rebeldia da juventude, a sua vontade de mudar 0s
costumes e ser protagonista.
11. a mudanga na sociedade era tdo profunda que mal se conseguia imaginar como eram as
realidades 10 anos antes.
12. O que comegou por ser uma musica | como era o rock de 50, [...]
simples e directa
23. Esta movida cultural, se assim Ihe é um dos mais importantes movimentos culturais e artisticos do
quisermos chamar, apesar dos meios de século xx.
expressao diferentes,
29. [Disco de vinil] que tinha entdo os formatos de LP, EP, e Single.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
20. Emergiram entéo nomes como Thelenius Monk, Miles Davis, Ornette Coleman, John Coltrane.
22. Noutras latitudes surgiram Jobim e Chico Buarque, Brel e Brassens e José Afonso.
25. No principio de 60 aparece o stereoe [...]
27. Emerge uma poderosa industria da qual o elemento nuclear € o disco de vinil.
2. Anos 50

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

11. [Elvis Presley e Roy Orbison] que gravam 0s primeiros discos para a etiqueta SUN, pioneira
do rock.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
7. Eles irdo ter uma influéncia absolutamente decisiva em Bob Dylan,
em todos os grupos ingleses, a bem dizer, incluindo os
Beatles; e mais tarde nos grupos americanos que
surgem em meados de 60.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. Em meados de 50, o panorama musical nos era dominado por Sinatra e outros crooners, algumas

Estados Unidos estrelas da Broadway e do cinema, masicos do
country como Roy Acuff, Hank Williams ou
Johnny Cash.

5. Os cantores de blues tinham um publico essencialmente negro [...]

8a. [rhythm ‘n’ blues] [€] um blues acelerado.

9. [rhythm ‘n’ blues] que tinha nomes como Chuck Berry e Bo Diddley, entre

outros, que terda uma influéncia fundamental na
estruturac¢do do rock ‘n’ rol.
13. Entre eles esta Billy Halley e o seu ‘Rock around the clock’, [...]
14. [Rock around the clock] que é uma das marcas emblematicas do inicio do rock.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
6. [order] o blues rural de Robert | e merecem destaque
Johnson, o canto feminino de
Bessie Smith, os blues urbanos de
Mddy Waters e B. B. King, entre
tantos outros evidentemente.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
2. [order] apareciaja[..] | O folk
3. e destacavam-se Woody Guthrie e Pete Seeger.
4. E havia, claro, as grandes cantoras de jazz como Billie Holiday ou Ella Fitzgerald.
8. Havia, por outro lado, uma musica que se chamava rhythm ‘n’ blues [...]
10. Surgem entéo Elvis Presley e Roy Orbison [...]
12. Aparecem depois Gene Vicent, Buddy Holly e dezenas de outros.
3. Bob Dylan

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. O folk continuou a captar novos musicos, como Joan Baez, Peter, Paul & Mary e Bob
Dylan.
5. Ele transformou radicalmente a forma tradicional da cancéo.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON

9. ‘Like a rolling stone’, a faixa do album influenciou tudo e todos.
‘Highway 61 revisited’
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
2. Dylan sera diferente pela genialidade.
3.[...], Dylan incorpora ja ai outras sonoridades, entre as quais o blues.
4. As suas letras estdo nos antipodas de tudo feito até entdo.
7. [order] Os seus discos mais importantes sdo desse periodo.
8. ‘Subterran homestick blues’ (65) [...] formam uma trilogia que influenciou toda a musica rock e demais.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
6.[...], Dylan elevou a um nivel superlativo as suas cangdes.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
10. [order] contam-se as = As versdes das suas canc¢des deste periodo
centenas.

4. Beatles/ Rolling Stones

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. Os Beatles e os Rolling Stones lideraram chamada ‘invasao britdnica’ da América em principios
de 60.
2. A sua amizade e rivalidade fez com que uma empatia entre ambos durante os anos 60.
nascesse
5. [...], foram os Beatles quem, a partir de marcou o ritmo e definiu os pardmetros do pop-rock, em
65 com o album ‘Rubber Soul’ [...] sentido restrito, e em tudo ao fim e ao cabo, em sentido
geral.
6. Para esta performance de grande contribuiu muito o0 papel desempenhado pelo produtor George Martin.
qualidade
8. [0s Stones] conseguiram padrdes de qualidade ao seu melhor nivel e produzir os
retomar seus melhores discos: ‘Begars Banquet’ (68) e ‘Let it
Bleed’ (69)
B. MENTAL PROCESS: PROCESSES OF SENSING
SENSOR PROCESS PHENOMENON
7. Os Stones a certa altura pareciam ter perdido o norte [...]
C. RELATIONAL PROCESS: PROCESSES OF BEING
CARRIER PROCESS ATTRIBUTE
4. Os Stones sempre tiveram uma sonoridade mais proxima dos blues [...].
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E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER

3. [...], os Stones respondiam com algo similar, apesar das idiossincrasias de cada uma
das bandas.

5. O Pop em Inglaterra

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. Os grupos pop ingleses de 60 nasceram todos sob a influéncia do rock ‘n’ rol e da musica negra
americana.
3. [Shadows] que produziam uma masica instrumental muito em voga na altura.
4. Mas é principalmente com a influéncia = comecaram a as bandas pop.
dos Beatles [...] que florescer
9. Cada uma destas bandas produziu um lote de cangBes que entraram na nossa memoria

colectiva e que de um modo ou de outro marcaram as
nossas vidas.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
5. A seguir aos Beatles e aos sdo 0s Kinks.
Stones, 0 grupo mais importante
6. [...], todas as cangdes sdo compostas por Ray Davies [...]
7. [Kinks] faz dele um dos principais autores de 60.
10. Muitas delas, apesar da erosdo fazem e fardo parte do patriménio cultural nosso e da
do tempo, humanidade.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT

2. [order] havia os Shadows, que produziam uma musica instrumental muito em voga na época.

8. Entre as bandas mais Animals, Small Faces, Who, Yarbirds, Them, Spencer Davis Group, Troggs, Walker Brothers,
importantes, contam-se: Manfred Mann, Pretty Things (see text for more names).

6. Pop Americano

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. O pop americano ja nos tinha dado belas melodias anteriores aos Beatles,
5. [Beach Boys] que produzem dezenas de hits ao longo da década.
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C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
3. [Wall of Sound] [€] um auténtico muro sonoro atras das vocalizagdes dos
intérpretes, que muita influéncia teria
posteriormente.

4.[...], a primeira banda pop ao estilo dos Beatles sdo os Beach Boys, [...]

6. O compositor Brian Wilson, autor da quase é a forca criativa do grupo e a sua influéncia ainda hoje
totalidade das cancoes, se faz sentir.

7. ‘Pet Sounds’, o album de 66 é considerado um dos melhores de sempre.

10. cujo ‘Forever Changes’ é um dos discos intemporais da musica pop.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
2. das quais [belas melodias ha a salientar as produzidas por Phil Spector, criador do
anteriores aos Beatles] conceito ‘Wall of Sound’ [...]

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT

8. Em 65 apareceram Simon & Garfunkel, os Lovin’ Spoonful e os Byrds [...]
9. Depois vieram os Turtles, os Mama’s & the Papa’s, os Love [...]

11. H& uma verdadeira explosdo em meados de 60.

12. Entre muitos, contam-  os Doors, Jefferson Airplane, Buffalo Springfield, Janis Joplin, Country Joe & the Fish e The
se Band, que tocardo com Dylan.
13. Néo voltaria a haver um periodo tdo diverso, criativo e fecundo como o que vai de 65 a 69.

7. Musica Soul

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
1. A musica soul desabrochou em meados de 60 em todo o seu esplendor.
8. [Tamla-Motown] que produzira algumas das melhores cangdes do género.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
2. [A musica soul] consistia na fusao do rhythm ‘n” blues com o pop e o rock.
3. A sua primeira grande influéncia é Ray Charles e depois James Brown, com a sua
sonoridade mais funky e dancével.
5. cujos [etiquetas Stax/Atantic] sdo Otis Redding, Aretha Franklin, Wilson Pickett e Isaac
principais nomes Hays, [...]-
6. [Otis Redding, Aretha Franklin, séo, digamos, 0 genuino soul.
Wilson Pickett e Isaac Hays] que
9. Four Tops, Supremes, Tempatations, = sdo 0s principais nomes da constelacdo Motown.
Stevie Wonder, Smokie Robinson e
Marvin Gaye
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F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
4. Ha 0 som das etiquetas Stax/Atantic,
7.Eha 0 som mais pop da etiqueta Tamla-Motown [...]

8. O Psicadelismo

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

2. festas onde se tomava droga, [...]

3. onde se projectavam imagens exuberantemente coloridas, [...]

4. e onde a muUsica, meio improvisada e contribuia para a sensacdo de “felicidade” e “amor universal” que foi

lavada até ao limite dos solos muito teorizada pelo movimento hippie.

longos

11.[...] os Beatles fizeram “Tomorrow Never Knows’ [...]

12 e os Stones gravaram em 67 o album ‘Theirs Satanic Majesties Request’ como resposta

ao ‘ Sargent Peppers...” dos Beatles.
14. Juntaram-se-lhes Yardbirds, Pretty Thingd, small Faces e Traffic;
17. [garage bands] que gravaram discos influenciados pelos grupos ingleses, como 0s Them
ou os Who.

20. Frank Zappa e 0os Mothers of produzirdo alguma da melhor e mais incompreendida musica desta

Invention e Captain Beefheart época.

24. [‘Velvet Underground & Nico’] produzido por Andy Warhol.

C. RELATIONAL PROCESS: PROCESSES OF BEING
CARRIER PROCESS ATTRIBUTE

1. O psicadelismo teve a sua origem nos “acid tests”, em S. Francisco, verdadeiros
“happenings multissensoriais”, [...]

5. Uma das bandas pioneiras deste foram o0s Warlocks, mais tarde rebaptizados como Greateful Dead,

movimento []

6. e 0s concertos chegaram a ter dimensoes épicas nas famosas salas de Avalon Ballroom,
Fillmore Auditorium e Fillmore West de S. Francisco [...]

8. A legibilidade das letras era menorizada através de formas e letras fluidas e distorcidas
que ocupavam todo o espaco dos cartazes;

9. Os padrdes fluidos reflectiam 0 som e os estados alterados da mente por influéncia dos
alucinogénios.

10. Outros elementos visuais eram as imagens da América “primitiva” (indios) e o imaginario

integrados pelo psicadelismo vitoriano.

16a. [garage bands] [sdo] - literalmente bandas de garagem -

21. Mas a banda seminal é Velvet Underground [...]

22. cujo primeiro album ‘Velvet é hoje um dos mais importantes e influentes de sempre.

Underground & Nico considerado

23. [‘Velvet Underground & Nico’] [€] o famoso album da banana.

E. VERBAL PROCESSES: PROCESSES OF SAYING
SAYER PROCESS RECEIVER
13. E de realcar o papel que tiveram Jimi Hendrix e os Pink Floyd de Syd Barret
preponderante
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F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
7.[...], nasceu a estética psicadélica.
15. [...], apareceram os Tomorrow, The Smoke, July, Spooky, Tooth, Creation, Deviantes, Arthur Brown, entre muitos
outros.
16. [...], surgiram as ‘garage bands’ [...]
primeiro
18. Mas logo surgiram  os seminais Seeds, Thirteen Floor Elevators e Electric Prunes [...]
19. [...], apareceram as bandas da costa oeste como 0s Moby Grape e os Grateful Dead.
9. Os 45 RPM

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
5.0 LP foi progressivamente vendas similares a dos singles e Ep’s.
tendo
6. A dinamica econémica permitiu- o [vendas similares a dos singles e EP’s].

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. Os 45 RPM sdo os discos 7°’ que apareciam sob a forma de EP ou Single.
2. [...], este formato era 0 mais vendido.
8, N&o era assim no classico e no jazz [...]
4. onde por razdes ldgicas o LP era o formato mais procurado.
7. [...], os formatos de 45 rotaces continuaram a ser  0s mais vendidos.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
8. Estes apareciam no mercado = editados localmente, como os dos Beatles e Stones, e os editados no estrangeiro,
sob duas formas: nomeadamente os editados em Inglaterra e Franga.

10. Singer/Songwriters. Cantores/Autores

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

1. A constelagdo dos chamados singer/ floresceu sob a égide de Dylan [...]

songwriters

2. e [a constelagd@o dos chamados singer/ produziu alguns dos maiores talentos do nosso tempo.

songwriters]

6. e [Lennon] produziu mesmo em nome individual alguns discos de maior
fulgor.

7. houve quem mantivesse uma constancia de qualidade, como Paulo Simon,
Leonard Cohen, Donovan, Roy Harper, Sandy Denny,
Scott Walker ou Neil Young.

8. E quem tenha feito um ou mais discos de excelente nivel [...]

9. e depois [quem] [tenha feito] = discos medianamente mediocres, como foi o caso de Cat
Stevens e Elton Jonh, sendo este ultimo o caso mais
extremo.
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10. [...], poucos sabem que ele produziu discos como ‘Elton John’, o seu primeiro album [...]
18. que [Bruce Springsteen] langou alguns discos genuinos e marcantes em 70.

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON

4. Nao podemos evidentemente esquecer Lennon pelo facto da sua principal producéo ter sido
elaborada na época Beatles, [...]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
3. Tim Buckley, Joni Mitchell, Nick Drake, Lou sdo alguns.
Reed ou David Bowie
5. pois ele [Lennon] é, sem sombra de ddvida um dos mais influentes [...]
11. e [‘Elton Jonh’] [é] um dos melhores de 1970.
13. [Phil Ochs e David Ackles] [séo] dois dos melhores autores americanos,
embora pouco conhecidos.
15. este ultimo [Robert Wyatt] [€] autor de ‘Rock Bottom’ [...]
16. [ ‘Rock Bottom’] [é] um dos discos seminais de 70.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
12. E fundamental lembrar nomes como Phil Ochs e David Ackles, [...]
14. [E fundamental] [lembrar] Laura Nyro, John Cale e Robert Wyatt [...]

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING
PROCESS EXISTENT

17.[...] revelou-se Bruce Springsteen

11. Os anos 70

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL

2. [...], o status quo foi ocupando 0 seu lugar [...]

3. e 0 enorme consumo de drogas tinha ceifado muitas vidas.

4. Muitos tinham chegado ao fim da década, tal tinha sido a sua alucinante

exaustos actividade e produtividade

6. Novas correntes e novos nomes surgem na ribalta.

9. [Os Pink Floyd] produzirdo dois discos marcantes em 70: ‘Dark Side of the Moon’ e
‘Wish You Were Here’ [...]

11. Outras bandas, embora de qualidade editardo alguns discos fundamentais do género: Genesis, Gentle

desigual, Giant, Van der Graaf Generator, Yes, Jethro Tull,
Emerson Lake & Palmer, para citar algumas.

17. O grupo Santana produzira uma musica de fusdo com elementos da musica latina.

19. No pop de Inglaterra afirmam-se os Roxy Music de Brian Ferry, [...]
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31. Todas estas correntes [...] rapidamente em declinio.

entraram
32. [order] Em meados de 70, com o reinava na cena um enorme marasmo.
advento do disco sound, musical

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON

13.[...], o country rock atraf numerosos musicos influenciados por Croshy, Stills & Nash
e Gram Parsons dos Flying Burrito Brothers.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. O clima que se respira na sociedade em principios = é de algum desencanto, apesar das profundas

de 70 transformacges que a mesma sofreu.

7. O chamado ‘rock progressivo’ [...] é um dos que primeiro se afirma com grande impacto,
sobretudo na Europa.

Ta. [rock progressivo] [tem] - grande predominancia das teclas e sintetizadores,
longas passagens instrumentais e elevada execugdo
técnica -

8. Os Pink Floyd, ja sem Syd Barret serdo dos primeiros a aderir e a influenciar a nova corrente
com os seus albuns.

10. Mas a banda que manterd uma constancia de sera King Crimson.

qualidade durante a década

12. O hard rock [...] tememLed  as suas figuras de topo.

Zepelline
Deep Purple

14. Uma tendéncia que surge ainda em finais de 60 é o chamado rock de fuséo, largamente influenciado
pelo jazz.

15. Soft Machine, Gong, Henry Cow e IF Sd0 0s representantes destacados na Europa.

16. Chicago e Blood, Sweat & Tears [séo nos Estados Unidos.

destacados]

18. O LP Abraxas lancado em 1970 serd um éxito colossal.

20. [Brian Ferry] [€] um dos grandes compositores de 70.

22. A banda pop por exceléncia nos Estados Unidos seréo os Credence Clearwater Revival, que tomaréo de
assalto as tabelas de vendas.

24. Uma das tendéncias mais criativas é o chamado Krautrock, vulgo Rock aleméo, como é

conhecido, visto 0s seus grupos serem
predominantemente alemaes.

25. [O Krautrock] é um rock eclético, experimental, por vezes
electronico.

26. Faust, Can, Amon Duul e Kraftwerk sdo alguns dos mentores.

28. [Os Residents] [séo] uns americanos que fazem uma musica proxima da
electronica [...]

29. [a musica dita ambiental] que tem em Brian Eno a sua primeira figura.

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
5. e alguns mostravam excessiva dependéncia das drogas, o que se reflectia na sua
criatividade.
21. Sem esquecer 0 ja mencionado T. Rex.
27. Néo se devem esquecer os Residents, [...]
28.e é igualmente de assinalar =~ a musica dita ambiental que tem em Brian Eno e sua

primeira figura.
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F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT

23. Na Gra-Bretenha ha = um forte revivalismo folk devido a influéncia dos Fairport Convention, de Sandy Denny e dos
Steeleye Span.

12. Jazz
A. MATERIAL PROCESS: PROCESSES OF DOING
ACTOR PROCESS GOAL
1. O jazz evoluiu nos seus primaordios gracas ao talento dos seus instrumentistas,
nomeadamente de alguns pianistas e saxofonistas.
2. As grandes mudangas na evolugéo das = comegardo em meados de 40 com Charlie Parker e 0 movimento Bop.
formas do jazz
6. Este [Miles Davis] passara por diversas metamorfoses estilisticas até atingir o zénite com
‘Bitches Brew’ em 1970.
10. [Charles Mingus e o Modern Jazz [dando] um cunho decisivamente moderno ao jazz.

Quartet entre outros]

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

2. Um dos mais influentes, compositor dotado e foi Duke Ellington.

eximio pianista,

3. O seu contributo para a evolugéo do jazz é inestimavel.

8. [Thelonious Monk] [€] autor de ‘Round Midnight’, [...]

9. [‘Round Midnight’] [€] um dos melhores standard do jazz moderno -, [...]

12. O free jazz, que terd em Ornette Coleman, John coltrane, Albert Ayler,
Cecil Taylor e Sun Ra as suas figuras mais
destacadas.

13. Destes, € porventura John Coltrane quem, com a sua criatividade
inovadora, mais profundamente marcou o seu tempo
[.]

14. e [John Coltrane] é por muitos considerado o maior génio musical do
jazz.

16. [Keith Jarret] [é] autor do famoso disco ‘Koln Concerts’.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
5. Em 50 aparecera o cool e Miles Davis.

7. [Order] afirmar-se-d0,  Thelonious Monk [...], Charles Mingus e 0 Modern Jazz Quartet, entre outros,

-]

11. Estava, no entanto, a mais profunda revolucdo no jazz moderno.

ainda para vir
15. destacam-se

o0 saxofonista Anthonoy Braxton, o Art Ensemble of Chicago e o pianista Keith Jarret [...]
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13. Mdsica Francesa/ Musica Latina

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
2. Piaf influenciou todos os que se lhe seguiram.
5. Brel influenciou tudo, incluindo numerosos autores ingleses e americanos.
8. Scott Walker venera- o tanto que Ihe dedicou um disco inteiramente preenchido com canc¢des
suas.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE
1. A diva da cancdo francesa é Edith Piaf.
3. Mas a figura candnica da musica de lingua é Jacques Brel.
francesa
4. [Jacques Brel] [é] um belga que fez a sua carreira em Franga.
10. Destes, 0 mais original é Brassens.
12. A pop francesa teve em 60 uma elevada qualidade.
13. Michel Polnareff, Frangoise Hardy e Jacques = sé&o 0s principais protagonistas.
Dutronc a ainda Adamo, Nino Ferrer e Antoine
14. Sylvie Vartan e Johny Halliday foram duas figuras que a época tiveram grande éxito.
17. [Paco Ibafez] [€] um grande compositor.
18. Joan Manoel Serrat, 0 grupo Aguaviva, Luis = séo nomes importantes de 60 e 70.

Lach e Maria del Mar Bonet

E. VERBAL PROCESSES: PROCESSES OF SAYING

SAYER PROCESS RECEIVER
6. As suas cancoes estdo traduzidas para imensas linguas [...]
9. Na cancéo francesa merecem destaque Georges Brassens, Leo Ferré, Jean Ferrat e Serge Gainshourg.
15. Em ltalia destacou-se Rita Pavone, que cantava cangdes de Nino Rota, autor das
bandas sonoras dos filmes de Fellini.
16. Em Espanha, ha que referir em Paco Ibafez, [...].

primeiro lugar

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS EXISTENT
7. e existem dezenas de versdes das mesmas.
11. Entre a chanson e o pop existem dois Gilbert Bécaud e Charles Aznavour.

nomes que editaram alguma boa musica em 60
e que tiveram um imenso éxito em Portugal:

14. MuUsica em Portugués

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR PROCESS GOAL
7. José Afonso afasta-se progressivamente | da balada coimbrd [...]
8. e [José Afonso] relanca a sua carreira em 67 com o langamento do LP

‘Cantares de Andarilho’ [...]
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10. Continuara a

editar discos fundamentais, [...]

17. No Brasil, o movimento Bossa Nova revelou Antonio Carlos Jobim, entre outros.
19. Em meados de 60 estreou-se Chico Buarque, [...]

22. Caetano Veloso e Gilberto Gil protagonizaram 0 movimento Tropicalista [...]

31. e é ainda em meados de 70 que se estreia Jorge Palma [...]

B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR PROCESS PHENOMENON
3. Avoz conhecida e apreciada em todo 0 mundo.
10. entre 0s quais avulta ‘Cantigas de Maio’ de 1971.
29. [De nivel bastante aceitavel] | ndo envergonham quando comparados com outros de paises que nao

daqueles que

a Inglaterra e os Estados Unidos.

32. [Jorge Palma] um nome que | ira ter influéncia nas geragoes seguintes.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER PROCESS ATTRIBUTE

1. Na musica portuguesa o fado ocupou um lugar central [...]

2. e Amalia era—eaindaé- asuavoz.

4. A sua importancia ndo tem paralelo no fado.

6. O fado de Coimbra conhecera um incremento em principio de 60 com a chegada de
novas vozes: José Afonso, Luis Gois, Adriano Correia
de Oliveira.

9. [‘Cantares de Andarilho’] que é um marco histérico na musica portuguesa.

16. [Carlos Paredes] [é] uma figura absolutamente singular no panorama
musical portugués.

18. Ele é a figura principal da musica brasileira.

20. [Chico Buarque] depois de Jobim é a figura de maior relevo no panorama musical do
Brasil.

23. [O movimento Tropicalista] [é] um ecletismo musical que associava e fundia tudo,
desde o Choro, 0 Samba e a Bossa Nova até Roberto
Carlos e 0 pop/rock no seu conjunto.

24. O rock em Portugal na decada de 60 esteve pelas debilidades estruturais do pais e pelas dificeis

condicionado condicoes de producéo.

28. Qualquer um deles gravou varios 45 rotacoes de nivel bastante aceitavel

D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOR

BEHAVER

PROCESS

12. [order] Outros, José Mario Branco, | o seguirdo.
Sérgio Godinho, Adriano Correia de

Oliveira, Fausto e Vitorino

SAYER

14. Num registo diferente,

E. VERBAL PROCESSES: PROCESSES OF SAYING

influenciado pelas recolhas de

Lopes Graga e Giacometti,

27. Os destaques

PROCESS RECEIVER
h& que lembrar a Filarmonica Fraude e a Banda do Casaco.
vao para os Sheiks, os Ekos e o Quarteto 111.
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F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

PROCESS

5. Mas também ha
13. Mais tarde
aparecerao

15.E ha

21. Seguem-se,
25. houve

EXISTENT

os Trovante.

Carlos Paredes [...]
entre outros, Elis Regina, Milton Nascimento, Alceu Valenca.
algumas boas iniciativas que ndo tiveram continuidade porque o servi¢o militar e a guerra em

Marceneiro, Maria Tereza de Noronha, Carlos Ramos e Carlos do Carmo.

Africa faziam, de uma maneira ou de outra, abortar os projectos.

26. Ha
30. Em 70 aparece

15. Rock em Portugal/ Rock em Almada

uma verdadeira eclosdo de bandas em meados de 60.
o album ‘Mestre’ dos Petrus Castrus [...]

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR

3. Os dois primeiros

4. Zé da Cadela, por muitos considerado
um dos maiores bateristas portugueses,
5. e [Zé da Cadela]

6. [Zé da Cadela]

10. [Os Guitarras de Fogo]
11. Zé Lourenco e Ca ainda

14. O ponto alto desta iniciativa

19. O sempre presente Zé do Nabo, além
de musico de estldio,

21. [Jorge Fialho] que
24. Uma segunda leva
25. [A segunda leva]

27. [enorme incremento]

PROCESS

integrardo mais tarde
tocara

gravara
tocara também,

calcorrearam
mantém

ocorreu

participou

gravou
trara

[trard] e também
que se traduziu no
aparecimento

GOAL

os Ekos, com os quais gravardo dois EP’s.

com diversos musicos, entre 0s quais José Mario
Branco [...]

com os Objectivo alguns discos, onde reencontrara José
Eduardo.

como musico de estidio, em imensos discos, sendo de
realcar o LP da filarmonica Fraude.

0 pais em concertos [...].

0 grupo em actividade a dar concertos por esse pais
fora.

com a IV edi¢do, em 9 de Julho de 1974, com a
participacdo de uma das principais bandas inglesas, 0s
Atomic Rooster.

em diversos projectos, [...]

alguns discos em Inglaterra, [...]

o0s agora célebres UGF e Xutos e Pontapés.

Rock & Varius [...] e os lodo.

de numerosas bandas nos anos 80 e 90, entre os quais
o0s Da Weasel

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER
2. Nos Dakotas

7. [Zé da Cadela]

8. [Kama Sutra] que

9. Os Guitarras de Fogo

15. O ja referido Kama Sutra
16. tendo [Kama Sutra]

17. Dele
23. [Gravar alguns discos em Inglaterra] o
que

26. Esta segunda leva

28. Mas esta
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PROCESS

pontificavam
fez ainda parte
agrupava
foram

terd

sido

fardo parte

é, por si so,

é

ATTRIBUTE
Luis Paulino, José Eduardo (vulgo Z¢é Nabo) e Z¢é da
Cadela.
dos Kama Sutra
um bom naipe de musicos almadenses.
0s Unicos a gravar um EP em 60.
grande protagonismo nos anos 70, [...]
uma das estelas do 11 Festival da juventude, em
1973.
um excelente naipe de musicos almadenses, como
Gino, Jaime, Barata e Zé da Cadela.
um feito assinalavel.

responsavel por um enorme incremento da actividade
musical em Almada [...]
uma histdria ja conhecida.



SAYER

1. Em Almada,

12. Em Almada, além dos Dakotas
e dos Guitarras de Fogo,

PROCESS
o0 destaque primeiro vai
ha que lembrar ainda

E. VERBAL PROCESSES: PROCESSES OF SAYING

RECEIVER
para os Dakotas e 0s Guitarras de Fogo.
o0s Falcdes, os Sensations e 0s Ogiva.

a nivel nacional, do Festival da Juventude de Almada, que
se realizou desde 1970.

o0 célebre concerto dos Atomic Rooster na Cova da Piedade
no qual actuaram na primeira parte.

0 grupo Salada de Frutas.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING

13. E de salientar a
importancia,
18. E de lembrar
20. dos quais é de realcar
PROCESS EXISTENT
21.E ha Jorge Fialho, [...]
EXHIBITION

A. MATERIAL PROCESS: PROCESSES OF DOING

ACTOR
1. [...] a profunda mudanca cultural
2. [a profunda mudanca cultural] e
3. A grande vaga musical que a anoma
4. [...] [a grande vaga musical que a anima] e
5. [...] [a grande vaga musical que a anima]
acabando finalmente por
9. [...] [a massificacdoo da venda do disco de
vinil em 60]
10. Tudo

12.
14. Bob Dylan
17. A mUsica negra

18. A ‘Pop Art’, a musica electronica ¢ a
experimentacdo

21. Os estilos

22. e [os estilos]

25. Eles

27. [...] e [eles]

38. [...] [0s Beatles e os Rolling Stones]

41.

PROCESS
comegou
alastrou
comegou
estendeu-se
contagiar

dando corpo

estava a
mudar.
Produziu-se
transformou
desabrochou
ganhando
invadiram

renovaram-
multiplicarma-
iniciaram
moldaram
ajudaram a
reformar
Produziram-se

GOAL
nos EUAT...]
a Europa.
no jazz [...]
ao rock e ao pop, [...]
outras musicas.

a um dos mais importantes movimentos culturais e
artisticos do século xx.

um lote de cancoes [...]
a forma tradicional da canc&o.
um colorido pop.

0 pop com um caleidoscépio de influéncias nunca visto.

se [...]

se.

[o grande movimento musical de mudanca.]

0 grande movimento musical de mudanca.

0s costumes (roupas, cavelso, atitutes, linguagem) que
definiram uma geracéo.

verdadeira precisosidades pelo mundo fora [...]
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B. MENTAL PROCESS: PROCESSES OF SENSING

SENSOR
24. O grande Jacques Brel e outros

26. [...] [eles]

31. O génio criativo de José Afonso e 0 génio

interpretativo de Amalia
32. O movimento da bossa nova

PROCESS

elevaram

influenciaram
impulionaram

exerceu uma
influéncia

PHENOMENON

a musica de lingua francesa a um patamar que ela
ndo voltaria a conhecer.

[o grande movimento musical de mudanca.]

a mudanca na musica popular portuguesa.

global, nomeadamente no jazz.

C. RELATIONAL PROCESS: PROCESSES OF BEING

CARRIER

6. assim despontou um movimento global que

7. [...] [movimento global] mas igualmente

8. A massificacdoo da venda do disco de vinil

em 60
11. O rock

13.[...] [lote de cangBes] que
20. Tim Buckley
28. Eles

29. A interagdo fo jazz com outras musica e
culturas

30. José Afonso e Amélia

34. Os musicos de Almada

35. Os Beatles

37. A qualidade e a dindmica de ambos

39. Divulgar este patriménio

40. Os discos pequenosde 45 rpm (singles e
EP’s)

42. [verdadeiras preciosidades] que
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PROCESS

sera

(€]

tera
encarnava

faz hoje parte
serd porventura
séo

foi

sdo
[estao]
foram
foi

ATTRIBUTE
responsavel ndo apenas por uma auténtica revolugaoo
musical [...]
[responsavel] no plano das mentalidades.
um impacto determinante na mudanca da sociedade,
[.]
a rebeldia da juventude, a sua vontade de mudar
costumes e ser protagonista.
da nossa memdria colectiva.
o melhor exemplo.
Duke Ellington, Charlie Parker, Miles Davis,
Thelonious Monk, Charles Mingus, Ornette Coleman,
John Coltrane e albert Ayler. Eles e 0 movimentos bop,
cool e free jazz.
preponderante para a evolugéo das formas musicais.

dois pilares da musica portuguesa.

em acéo.

os grande impulsionadores da viragem, [...]

decisiva na rande exploséoo criativa de meados de 60.
divulgar o saber.

0s mais vendidos.

hoje as delicias dos colecionadores.



D. BEHAVIORIAL PROCESSES: PHYSIOLOGICAL AND PSYCHOLOGICAL BEHAVIOUR

19. [order] alguns dos maiores talentos | [...], nasceram
do nosso tempo.

E. VERBAL PROCESSES: PROCESSES OF SAYING

23. Novas tendéncias afirmaram- se: 0 rock progressivo, o hard-rock e o chamado
rock alemé&o séo algumas.

F. EXISTENTIAL PROCESSES: PROCESSES OF EXISTING AND HAPPENING
PROCESS EXISTENT
15. [order] contam-se as As versoes das suas canc¢des
centenas.
16. N&o voltaria a haver um periodo téo diverso, fecundo e criativo como o que vai de 1965 a 1969.
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APPENDIX G

LIST OF THE RECORDS EXHIBITED IN AMAGIA DO VINIL, AMUSICA QUE MUDOU A SOCIEDADE
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OBJECT
PAINEL N° DIGIT PAINEL NOME/DESIGNACAO TITULO/MARCA ANO 0] OBSERVACOES

emoldurada

emoldurado

emoldurado

[l

W OWOoWWWONEFEONWOU M
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18
13
20

17
15
14
5
4
3

edicdo para
coleccionadores

edicdo para
coleccionadores

edicdo para
coleccionadores

coleccionadores
coleccionadores
coleccionadores
]
]
]
coleccionadores
]
something else by the kinks 17 |p | ]

P ENG PENG | walker brothers 972t | 000000
P ENG PENG | dusty springfield e8P | 000



P ENG 114 240 | P ENG the mindbenders a groovy kind of love 1966 | LP

P ENG 115 268 | P ENG traffic shoot out at the fantasy factory 1973 | LP

P ENG 116 234 | P ENG manfred mann my name is jack 1967 | LP

P ENG 117 225 | P ENG the zombies she's not there 1982 | LP

P ENG 118 242 | P ENG the animals all time greatest hits 1985 | LP

P ENG 119 232 | PENG spencer davis group gimme some lovin' 1967 | LP

P ENG 120 241 | P ENG the troggs from nowhere 1966 | LP

P ENG 121 228 | P ENG the move greatest hits 1982 | LP

P ENG 122 131 | P ENG the who the who 1966 | LP edicdo alema
P ENG 123 236 | P ENG the who best of the sixties 1982 | LP edicdo alema
P ENG 124 238 | P ENG the small faces from the beginning 1967 | LP

P ENG 125 239 | P ENG them them featuring van morrison 1983 | LP

P ENG 127 227 | P ENG fleetwood mac then play on 1969 | LP

P ENG 128 230 | P ENG the kinks sunny afternoon 1967 | LP

P ENG 129 162 | P ENG procol harum a salty dog 1969 | LP

P ENG 130 226 | P ENG the zombies odessey and oracle 1967 | LP original inglés
P ENG 131 163 | P ENG the yardbirds yardbirds 1965 | LP original sueco
P ENG 132 223 | PENG cream disraeli gears 1967 | LP

P ENG 133 224 | P ENG the moody blues in search of the lost chord 1968 | LP edicéo japonesa
P ENG 134 233 | P ENG the bee gees bee gees 1st 1967 | LP

P ENG 135 235 | P ENG the hollies butterfly 1967 | LP

P ENG 136 237 | P ENG the who my generation 1965 | LP

P USA 99 220 | P USA ike and tina turner river deep - mountain high 1966 | LP

P USA 100 219 | P USA the beach boys smiley smile 1967 | LP

P USA 101 216 | P USA the lovin' spoonful daydream 1966 | LP

P USA 102 217 | P USA the mama's & papa's the best of 1982 | LP

P USA 103 218 | P USA the byrds mr. Tambourine man 1965 | LP

P USA 104 215 | PUSA the turtles happy together 1967 | LP

P USA 105 214 | P USA simon & garfunkel sounds of silence 1966 | LP

P USA 106 213 | PUSA simon & garfunkel bookends 1968 | LP

P USA 107 207 | P USA the stooges the stooges 1969 | LP

P USA 108 209 | P USA buffalo springfield buffalo springfield again 1967 | LP

P USA 109 208 | P USA the doors morrison hotel 1970 | LP

P USA 111 265 | P USA jefferson airplane surrealistic pillow 1967 | LP

P USA 173 211 | PUSA the beau brummels triangle 1967 | LP
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17
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36
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P USA 174 212 | PUSA country joe & the fish i-feel-like-i'm-fixin'-to-die 1968 | LP
P USA 31 210 | P USA peter, paul & mary album 1700 1967 | LP
SOUL 14 246 | SOUL marvin gaye what's going on 1971 | LP
SOUL 43 255 | SOUL ray charles king of soul 1968 | LP
SOUL 44 307 | SOUL james brown it's a new day 1966 | LP
SOUL 44A 306 | SOUL james brown i got you (i feel good) 1964 | LP
SOUL 45 254 | SOUL nina simone ne me quitte pas 1967 | LP
SOUL 46 250 | SOUL otis redding the dock of the bay 1967 | LP
SOUL 47 253 | SOUL aretha franklin lady soul 1968 | LP
SOUL 48 244 | SOUL isaac hayes hot buttered soul 1969 | LP
SOUL 49 248 | SOUL four tops greatest hits 1968 | LP
SOUL 50 243 | SOUL stevie wonder innervisions 1973 | LP
SOUL 51 249 | SOUL the supremes sing motown 1967 | LP
SOUL 52 251 | SOUL otis redding in person 1966 | LP
SOUL 53 314 | SOUL smokey robinson & miracles smokey robinson & miracles 1970 | LP
SOUL 54 247 | SOUL sly & the family stone greatest hits 1970 | LP
SOUL 55 245 | SOUL roberta flack killing me softly 1973 | LP
PSIC 9 6 | PSIC 13th floor elevators the psychedelic sounds of 1967 | LP
PSIC 17 170 | PSIC pink floyd the piper at the gates of dawn 1967 | LP
PSIC 19 261 | PSIC jimi hendrix experience are you experienced 1967 | LP
original
PSIC 24 16 | PSIC captain beefheart trout mask replica 1968 | LP am%ricano
PSIC 137 150 | PSIC spooky tooth/pierre henry ceremony 1969 | LP com pierre henry
PSIC 138 17 | PSIC the grateful dead american beauty 1970 | LP
PSIC 139 28 | PSIC family bandstand 1972 | LP
PSIC 140 27 | PSIC family music in a doll's house 1968 | LP
PSIC 141 18 | PSIC moby grape moby grape 1967 | LP
PSIC 142 14 | PSIC frank zappa hot rats 1970 | LP
PSIC 145 258 | PSIC jimi hendrix live at hollywood bowl 1988 | LP bootleg
PSIC 146 259 | PSIC jimi hendrix fire 1989 | LP bootleg
PSIC 147 262 | PSIC jimi hendrix experience axis:bold as love 1968 | LP
PSIC 148 24 | PSIC pink floyd a saucerful of secrets 1968 | LP
PSIC 149 30 | PSIC trees on the shore 1970 | LP
PSIC 150 10 | PSIC july july 1968 | LP
PSIC 152 23 | PSIC tyrannosaurus rex my people were fair... 1968 | LP edicéo japonesa
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24
32
29
27
19

(G2

34
12
26

w

33
31
22
25

16
11
14

10

12
17

U1 ©

PSIC 153 21 | PSIC ars nova ars nova 1968 | LP
PSIC 154 147 | PSIC moondog moondog 1969 | LP
PSIC 155 29 | PSIC edgar broughton band edgar broughton band 1971 | LP
PSIC 157 260 | PSIC jimi hendrix electric ladyland 1969 | LP
PSIC 160 13 | PSIC mothers of invention(frank zappa) weasels ripped my flesh 1970 | LP
the beginning of psychedelic
PSIC 161 1] PSIC nuggets rock 1972 | LP
PSIC 162 271 | PSIC the creation we are paintermen 1967 | LP
PSIC 163 169 | PSIC the strawberry alarmclock incense and peppermints 1968 | LP
PSIC 165 25 | PSIC the smoke my friend jack 2000 | LP
PSIC 167 26 | PSIC tomorrow tomorrow 1968 | LP
PSIC 168 31 | PSIC hawkwind hawkwind 1970 | LP
PSIC 169 165 | PSIC the crazy world of arthur brown the crazy world of arthur brown 1968 | LP
PSIC 170 8 | PSIC red crayola parable of arable land 1967 | LP
PSIC 171 7 | PSIC the fugs the fugs first alboum 1965 | LP
PSIC 172 12 | PSIC vanilla fudge vanilla fudge 1967 | LP
PSIC 175 11 | PSIC lothar & the hand people presenting... 1968 | LP
PSIC 176 9| PSIC the seeds seeds 1966 | LP
PSIC 177 272 | PSIC the electric prunes i had to much to dream last night 1966 | LP
PSIC 178 22 | PSIC pearls before swine one nation underground 1967 | LP
SINGER 15 35 | SINGER | tim buckley goodbye & hello 1967 | LP
SINGER 22 39 | SINGER | van morrison astral weeks 1968 | LP
SINGER 79 50 | SINGER | cat stevens tea for the tillerman 1971 | LP
SINGER 80 64 | SINGER | lou reed transformer 1972 | LP
SINGER 81 42 | SINGER | scott walker scott 2 1968 | LP edicdo alema
SINGER 82 34 | SINGER | david ackles david ackles 1968 | LP
SINGER 87 46 | SINGER | neil young after the gold rush 1970 | LP
SINGER 88 168 | SINGER | janis ian janis ian 1967 | LP
SINGER 89 45 | SINGER | joni mitchell ladies of the canyon 1970 | LP
SINGER 90 49 | SINGER | nick drake pink moon 1972 | LP
SINGER 91 37 | SINGER | tim buckley blue afternoon 1970 | LP
SINGER 92 38 | SINGER | john lennon imagine 1971 | LP
SINGER 93 40 | SINGER | leonard cohen songs of 1967 | LP
SINGER 94 33 | SINGER | phil ochs i ain't marching anymore 1966 | LP
SINGER 95 48 | SINGER | elton john elton john 1970 | LP
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18

10
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18
35
36
22
20
21
27
28
26
30
38
31
39
14
13
40
33
29
12
32
37
34
17
16
25
24
15

SINGER 97 47 | SINGER | roy harper flat, baroque and berserk 1970 | LP
SINGER 98 32 | SINGER | donovan sunshine superman 1967 | LP
SINGER 222 137 | SINGER | bruce springsteen born to run 1975 | LP
A70 10 63 | A70 david bowie ziggy stardust 1972 | LP
A 70 20 149 | AT70 king crimson in the court of the crinson king 1969 | LP
A70 83 52 | A70 nico chelsea girl 1968 | LP
A 70 84 53 | A70 john cale vintage violense 1970 | LP
A70 85 62 | A70 david bowie hunky dory 1971 | LP
A70 86 270 | A70 robert wyatt rock bottom 1974 | LP
A70 96 51 | A70 kevin ayers joy of a toy 1970 | LP
A70 207 73 | A70 fotheringay (sandy denny) fotheringay 1970 | LP
A70 208 80 | A70 richard & linda thompson i want to see the bright lights... 1972 | LP
A70 209 75 | A70 fairport convention liege & lief 1969 | LP
A70 210 74 | A70 sandy denny sandy 1972 | LP
A70 211 57 | A70 black sabbath paranoid 1970 | LP
A70 212 61 | A70 deep purple machine head 1972 | LP
A 70 213 60 | A70 led zeppelin album 2 1969 | LP
A70 214 81| A70 creedence clearwater revival creedence clearwater revival 1968 | LP
A 70 215 263 | A70 canned heat boogie with canned heat 1968 | LP
A70 216 264 | A70 croshy, stills,nash & young déja vu 1970 | LP deluxe edition
A70 217 266 | A70 the flying burrito brothers gilded palace of sin 1969 | LP
A 70 218 70 | A70 mott the hoople mott 1974 | LP
A70 219 66 | A70 roxy music siren 1975 | LP
A70 220 257 | A70 new york dolls new york dolls 1973 | LP
A70 221 72 | A70 bob marley natty dread 1974 | LP
A70 223 69 | A70 santana abraxas 1970 | LP
A70 224 67 | A70 cockney rebel the human menagerie 1973 | LP
A 70 225 71| A70 derek & the dominos (eric clapton) layla 1971 | LP
A70 226 68 | A70 fleetwood mac rumours 1977 | LP
A 70 229 90 | A70 if if 1970 | LP
A70 231 92 | A70 fripp & eno no pussyfooting 1973 | LP
A 70 232 93 |A70 can ege bamyasi 1972 | LP
A 70 234 317 | A70 faust faust 1976 | LP
A70 235 318 | A70 neu neu 1972 | LP
AT70 236 82| A70 pink floyd dark side of the moon 1973 | LP picture disk
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A 70 237 83 | A70 van der graaf generator pawn hearts 1971 | LP
A 70 239 84 | A70 king crimson lizard 1970 | LP
A 70 240 86 | A70 emerson, lake & palmer trilogy 1972 | LP
A 70 241 316 | A70 the incredible string band hard rope & silken twine 1973 | LP
A70 243 87 | A70 genesis selling england by the pound 1973 | LP
A 70 244 89 | A70 jethro tull thick as a brick 1972 | LP
A 70 245 88 | A70 jethro tull stand up 1970 | LP
A 70 246 151 | A70 gentle giant gentle giant 1970 | LP
M FRAN 248 112 | M FRAN | alceu valenca cavalo de pau LP
M FRAN 249 106 | M FRAN | chico buarque chico buarque 1978 | LP
M FRAN 250 109 | M FRAN | gal costa india LP
mutantes+gal+cae
M FRAN 252 110 | M FRAN | tropicélia 0u panis et circences 1968 | LP tano+gil
M FRAN 253 104 | M FRAN | anténio carlos jobim wave 1967 | LP
M FRAN 255 108 | M FRAN | milton nascimento journey to dawn LP
M FRAN 256 139 | M FRAN | paco ibafiez canta lorca y gongora 1965 | LP
M FRAN 257 138 | M FRAN | aguaviva apocalipsis 1971 | LP
M FRAN 258 94 | M FRAN | georges brassens georges brassens LP
M FRAN 259 96 | M FRAN | leo ferré avec le temps LP
M FRAN 260 97 | M FRAN | jean ferrat chante aragon LP
M FRAN 261 140 | M FRAN | gilbert bécaud disque d'or LP
M FRAN 262 101 | M FRAN | adamo a l'olympia LP
M FRAN 263 102 | M FRAN | francoise hardy succes LP
M FRAN 264 103 | M FRAN | jacques dutronc jacques dutronc 1968 | LP
M FRAN 265 98 | M FRAN | michel polnareff michel polnareff 1968 | LP
banda sonora da
M FRAN 247 132 | P ENC morte e vida severina morte e vida severina 1966 | LP peca
M FRAN 12 95 | M FRAN | jacques brel a l'olympia 1968 | LP
JAZZ 16 303 | JAZZ miles davis bitches brew 1970 | LP
original
JAZZ 18 297 | JAZZ ornette coleman free jazz 1961 | LP americano
JAZZ 180 300 | JAZZ keith jarrett the koln concerts 1975 | LP
JAZZ 181 277 | JAZZ sun ra the heliocentric worlds of sun ra vol 1 1965 | LP
JAZZ 182 296 | JAZZ john coltrane concert in japan 1973 | LP
JAZZ 183 294 | JAZZ john coltrane ascension 1965 | LP
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M PORT 277 127 | M PORT | sérgio godinho 0s sobreviventes 1971 | LP

M PORT 278 128 | M PORT | sérgio godinho pré-histérias 1972 | LP

M PORT 279 129 | M PORT | adriano correia de oliveira gente de aqui e de agora 1971 | LP

M PORT 281 | P34 M PORT | banda do casaco coisas do arco da velha 1976 | LP

M PORT 305 | P22 M PORT | amalia rodrigues fados EP

M PORT 306 | P23 M PORT | amalia rodrigues formiga bossa nova EP

M PORT 307 | P24 M PORT | amalia rodrigues vou dar de beber a dor EP edicdo francesa

M PORT 308 | P10 M PORT | josé afonso menino de oiro EP

M PORT 309 | P7 M PORT | josé afonso coro da primavera EP

M PORT 310 | P4 M PORT | josé afonso baladas de coimbra EP

M PORT 311 | P6 M PORT | luiz goes coimbra de ontem e de hoje EP

M PORT 13 122 | M PORT | josé afonso cantigas do maio 1971 | LP

ROCK PA 280 | P36 ROCK PA | filarménica fraude epopeia 1969 | LP

ROCK PA 282 ROCK PA | petrus castrus mestre 1973 | LP

ROCK PA 283 | P38 ROCK PA | Xutos e pontapés circo de feras LP

ROCK PA 284 | P39 ROCK PA | uhf a flor da pele LP

ROCK PA 285 | P41 ROCK PA | rock & varius pronto a curtir LP

ROCK PA 286 602 | ROCK PA | jorge fialho panchito & hi+rockers LP

ROCK PA 287 | P40 ROCK PA | salada de frutas Se ca nevasse LP

ROCK PA 313 | P18 ROCK PA | 0s ekos diz que me amas EP

ROCK PA 314 | P16 ROCK PA | sheiks tell me bird EP

ROCK PA 315 | P15 ROCK PA | sheiks summertime EP

ROCK PA 316 | P17 ROCK PA | sheiks yesterday man EP

ROCK PA 317 | P11 ROCK PA | quarteto 1111 a lenda d'el-rei d. sebastido EP

ROCK PA 318 | P14 ROCK PA | sheiks lonely lost and sad EP

ROCK PA 319 | P13 ROCK PA | jets let me live my life EP

ROCK PA 320 | P20 ROCK PA | 0s ekos secret love EP

ROCK PA 321 | P21 ROCK PA | 0s ekos i saw that girl EP

ROCK PA 322 | P29 ROCK PA | objectivo a place in the sky EP com zé nabo

ROCK PA 323 | P30 ROCK PA | objectivo the dance of death single com zé nabo

ROCK PA 324 | P31 ROCK PA | objectivo glory single com zé nabo
com zé nabo e zé

ROCK PA 325 | P32 ROCK PA | objectivo out of the darkness single da cadela

ROCK PA 326 | P26 ROCK PA | heavy band beggar man single com zé nabo

ROCK PA 327 | P27 ROCK PA | heavy band your new motel single com zé nabo
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22

23

25

24
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44
45
46
47
48
49
50

ROCK PA 328 | P33 ROCK PA | Xutos e pontapés barcos gregos single
ROCK PA 329 ROCK PA | uhf rua do carmo single
ROCK PA 330 | P28 ROCK PA | iodo a cancéo single
ROCK PA 331 ROCK PA | panchito+hi-rockers é legal single
ROCK PA 332 ROCK PA | panchito+hi-rockers shake your dancing feet single
2 folhas festa na Incrivel
ROCK PA 581 479 | Rock PA | panfleto festa frei luis de sousa A5 1969 | A5 Almadense
concerto no
monumental -
c/sheik's+ekos+dakota
ROCK PA 582 | P42 ROCK PA | cartaz the searchers 1965 0,49 x 0,27 1965 | cartaz s
ROCK PA 583 | CD2-MV ROCK PA | os dakotas 0,41 x 0,31 foto banda de almada
ROCK PA 584 | CD2-MV ROCK PA | os dakotas A4 foto banda de almada
ROCK PA 585 565 | ROCK PA | os guitarras de fogo A4 foto 1 banda de almada
ROCK PA 586 566 | ROCK PA | os guitarras de fogo A4 foto 2 banda de almada
ROCK PA 587 567 | ROCK PA | os guitarras de fogo A4 foto 3 banda de almada
ROCK PA 588 568 | ROCK PA | 0s guitarras de fogo A4 foto 4 banda de almada
ROCK PA 589 564 | ROCK PA | luis paulino com os ekos A4 foto
ROCK PA 590 574 | ROCK PA | os falcdes A4 foto banda de almada
ROCK PA 591 569 | ROCK PA | 0s atlantes A4 foto 1 banda de almada
ROCK PA 592 570 | ROCK PA | os atlantes A4 foto 2 banda de almada
ROCK PA 593 572 | ROCK PA | os atlantes A4 foto 3 banda de almada
ROCK PA 594 571 | ROCK PA | 0s sensation A4 foto 1 banda de almada
ROCK PA 595 573 | ROCK PA | 0s sensation A4 foto 2 banda de almada
ROCK PA 596 575 | ROCK PA | 0s sensation A4 foto 3 banda de almada
ROCK PA 597 584 | ROCK PA | 0s gatos negros A4 foto 1 banda da trafaria
ROCK PA 598 ROCK PA | 0S gatos negros A4 foto 2 banda da trafaria
ROCK PA 599 584 | ROCK PA | vitor gomes e 0s gatos negros A4 foto 1
ROCK PA 600 585 | ROCK PA | Vitor gomes e 0s gatos negros A4 foto 2
ROCK PA 601 576 | ROCK PA | Litlle B A4 foto 1 banda da trafaria
ROCK PA 602 577 | Rock PA | Litlle B A4 foto 2 banda da trafaria
ROCK PA 603 578 | Rock PA | Litlle B A4 foto 3 banda da trafaria
ROCK PA 604 579 | ROCK PA | 0s simples A4 foto 1 banda da trafaria
ROCK PA 605 580 | ROCK PA | 0s simples A4 foto 2 banda da trafaria
ROCK PA 606 562 | ROCK PA | ogiva A4 foto banda de almada
ROCK PA 607 561 | ROCK PA | kamasutra A4 foto banda de almada
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51

52
53

54

55

56

57

58
59
60
61
62
63
64
65
66

10

14
11
12
13

banda de jorge

ROCK PA 608 582 | ROCK PA | Panchito+Hi-Rockers A4 foto fialho
entrevista ao

ROCK PA 609 587 | Rock PA | Panchito+Hi-Rockers A4 recorte Musicalissimo

ROCK PA 610 588 | Rock PA | Panchito+Hi-Rockers A4 recorte jornal "A Tarde"
clos ekos e

ROCK PA 611 590 | Rock PA | Festival de ritmos modernos A4 panfleto guitarras de fogo
espectaculo na

ROCK PA 612 591 | ROCK PA | vitor gomes e 0s gatos negros A4 panfleto costa da caparica
clos ekos e

ROCK PA 613 593 | ROCK PA | Festivais Monumental A4 anuncios | guitarras de fogo

ROCK PA 614 ROCK PA | acetato de panchito+hi-rockers 0,39 x 0,38 x 0,05 metal acetato de LP

ROCK PA 627 | ? ROCK PA | ogiva foto A4 banda de Almada
jorge bife e
fernando

ROCK PA 633 560 | ROCK PA | musicos banda ogiva foto A4 guerreiro

ROCK PA 634 559 | ROCK PA | os valetes foto A4 banda de Almada

ROCK PA 635 556 | Rock PA | lll festival musical da juventude foto A4 Almada - 1972

ROCK PA 636 558 | Rock PA | IV festival musical da juventude foto A4 Almada - 1973

ROCK PA 637 554 | ROCK PA | kamasutra foto A4 banda de Almada

ROCK PA 638 555 | ROCK PA | kamasutra foto A4 banda de Aimada

ROCK PA 639 553 | ROCK PA | heavy band panfleto A4 com zé nabo

ROCK PA 640 552 | ROCK PA | zé nabo foto A4

ROCK PA 641 | 546a551 ROCK PA | kamasutra 6 paginas A4 historial da banda
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revista bravo

revista bravo

panfleto programa
José Duarte

entrevista ao
"século ilustrado"
- 1967

"século ilustrado"
- 1968




emoldurado
emoldurado




P ENC 535 595 | PENC foto lennon microfone 0,28 x 0,19 foto
P ENC 536 594 | P ENC foto lennon guitarra 0,28 x 0,19 foto
P ENC 538 486 | P ENC foto kinks parque 0,43 x 0,28 foto
P ENC 539 481 | P ENC foto kinks reldgios 0,25 x 0,22 foto
P ENC 540 487 | PENC foto kinks dave davies 0,28 x 0,21 foto
P ENC 541 500 | P ENC foto donovan citara 0,21 x 0,19 foto
P ENC 542 497 | PENC foto donovan méos 0,28 x 0,21 foto
P ENC 543 489 | P ENC foto bee gees 0,23 x 0,20 foto
P ENC 544 501 | PENC foto traffic 0,23x0,21 foto
P ENC 545 491 | PENC foto spencer davis group 0,28 x 0,21 foto
P ENC 546 498 | P ENC foto troggs 0,28 x 0,21 foto
P ENC 547 490 | PENC foto small faces 0,26 x 0,20 foto
P ENC 548 492 | PENC foto jefferson airplane 0,42 x 0,28 foto
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APPENDIX H: EXHIBITNG POPULAR MUSIC IN MUSEUMS AND OTHER CULTURAL INSTITUTIONS: A SURVEY

TITLE DATE LOCATION CURATION OVERVIEW

No Tempo do Gira-Discos: um From May 9 to Museu da Musica, Anténio Tilly and A recall on the Portuguese phonographic production of the 60ies and 70ies
5 . . . through the display of over 300 records within different kinds of musical

Percurso pela Produgao June 23, 2007 Lisbon Jodo Carlos Callixto  genres corresponding to the first big survey of items of that period ever

Fonogréfica Portuguesa carried out in Portugal. Several musicians were also highlighted. With the

aim of showing Portuguese music, records of Simone de Oliveira, Carlos
do Carmo, Sheiks, José Cid, Banda do Casaco, José Afonso and lots of
others were exhibited. Many of these records could be heard in listening

points.
Vinyl — GravacgGes e Capas de From May 10 to Museu de Arte Guy Schraenen Exhibition dedicated not only to soundworks that have been released on
. . R vinyl, but also to its sleeves created by visual artists, notably in the pop and
Discos de Artistas June 13, 2008 Contemporanea de rock world. The exhibition sleeves the 60ies and 70ies by exhibiting a
Serralves. OPorto selection of record-objects, documents, readings, sound art and a selection

of visual works relating to the subject.

Nova Mdusica_ Musica Nova_ From September Museu da Musica, Vera Marmelo
Novos Musicos 17 to October 31,  Lishon
2009

Ritmos! O Rock em Portugal From October 20 Galeria Municipal do Edgar Raposo and
1955/1974 to December 20, Barreiro Luis Futre
2007
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Nova Vaga — O Rock em
Portugal 1955-1974

A Magia do Vinil

No Tempo do Gira-Discos: um

Percurso pela Producéo
Fonografica Portuguesa
(REEDITION)

A Magia do Vinil
(REEDITION)

A Magia do Vinil
(REEDITION)

A Magia do Vinil
(REEDITION)

A Magia do Vinil
(REEDITION)
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From April 25 to

August 31, 2008

From October 11

to 31, 2008

From March 31 to

April 8, 2009

From to
September 19,
2009

From October 10

to 31, 2009

From August 16

to 18 and 23 to

25, 2013

From November 9

to December
2013

7!

Museu Municipal do

Montijo

Oficina da Cultura,
Almada

Sala de Exposi¢des da
Faculdade de Letras,
Universidade de Lisboa

Fortaleza de Santiago,
Camara Municipal de

Sesimbra

Convento do Capuchos
da Caparica, Camara

Municipal de Almada

Rua Candido dos Reis,
Cacilhas, Camara

Municipal de Almada

Pal4cio do Landal,
Cémara Municipal de

Santarém

Edgar Raposo and

Luis Futre

José Antonio Correia

Santos

Antonio Tilly and

Jodo Carlos Callixto

José Antonio Correia

Santos

José Antonio Correia

Santos

José Antonio Correia

Santos

José Antonio Correia

Santos



PRIVATE CULTURAL INSTITUTIONS

A Magia do Vinil From 2011 Sociedade Harmonia José Antonio Correia
(REEDITION) Eborense, Evora Santos
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