UNIVERSIDADE FEDERAL DE SANTA CATARINA
POS-GRADUACAO EM LETRAS/INGLES E
LITERATURA CORRESPONDENTE

MATIAS CORBETT GARCEZ

TROPICAL GINSBERG: THE RESONANCE OF ALLEN
GINSBERG ON THE TROPICALIA

Florigpolis
01®






MATIAS CORBETT GARCEZ

TROPICAL GINSBERG: THE RESONANCE OF ALLEN
GINSBERG ON THE TROPICALIA

Dissertacdo de Mestrado apresentada a Banca BExdorenado
Programa de Poés-Graduacdo em Letras/inglés e ftutara
Correspondente, do Centro de Comunicacdo e Expresid
Universidade Federal de Santa Catarina, como rligmarcial para a
obtencao do titulo de Mestre em Letras.

Area de concentracéo: Inglés e Litea@orrespondente

Orientadora: Profa. Dra. Maria Lucia Milléo ias.

Florigpolis
01



Catalogacao na fquetka Biblioteca Universitaria da
Unigetade Federal de Santa Catarina

Garcez, Matias Corbett
Tropical Ginsberg [dissertacdo]: tegonance of Allen Ginsberg

on the Tropicalia / Matias CorbetirGz; orientadora,
Maria Lucia Milléo Martins. — Floriépolis, SC, 2010.
143p.: il.

Dissertacdo (mestrado) - UniversidadeeRddle Santa
Catarina, Centro de Comunicacao e Expressao.&nagde
Pos-Graduacao em Letras/Inglés e Literatura Cuoretente.

Inclui referéncias
1. Beats. 2. American countercult@reTropicalia. 4. Brazilian
counterculture. |. Martins, Matiacia Milléos. II. Universidade

Federal de Santa Catarina. Progderds-Graduagao em
Letras/Inglés e Literatura Corrasgente. [ll. Titulo.

Cbu




MATIAS CORBETT GARCEZ

TROPICAL GINSBERG: THE RESONANCE OF ALLEN
GINSBERG ON THE TROPICALIA

Esta dissertacao foi julgada adequada e aprovadaptencéo do grau de
Mestre em Letras no Programa de Pds-Graduagdcetras/Inglés e
Literatura Correspondente, do Centro de Comunicagéxpressao

da Universidade Federal de Santa Catarina.

Ptobra. Gloria Gil
Coordenadora

Apresentada a banca examinadora integrada peltespooes:

Prof’. Dra. Maria Lucia Milléo Martins
Orientadora e Presidente

Prof. Dr. José Roberto O’'Shea
Examinador

Prof. Dr. José Garcez Ghirardi
Examinador

Florianépolis, __ de maio de de 2010



To the Empress, for reasons far beyond what
words can name, say, or explain.



ACKNOWLEDGMENTS

| would like to thank CAPES and DLLE for the finaalcsupport
granted throughout my studies and research.

| would also like to thank Professor Maria Luciall&tb Martins,
who accepted me as an advisee and gave me sta@mgjsupport every
time | sought her.

Thank my alchemist mother and father, for making oné of
magik.

Thanks to Tiago Garcez, my Belgium brother foitlad historical
reference.

Thanks to Doca Corbett, for the inspiration youokshelves had
over me.

Thanks to Cristiane, my port and love.

| thank my professors José Roberto O’'Shea, anddSBeilei for
all the academic and personal support.

My thanks to Irlan von Linsingen, and Dagmar Ursbthneider,
my adoptive parents whom | love dearly.

Special thanks to Alice Razzera, Reuben da CunégisRsarcia,
Renata Ogawa, Claudia Mayer, Emiliano de Souza,insleBavi,
Andreia and Maristela for being dear friends, greatpanions, and
laughing every once in a while at my poor jokes.

Special thanks also to José Garcez Ghirardi for \hee
guidance, and precise remarks.

My thanks to Hunter Thompson, Walt Whitman, andiaius de
Moraes, O Captains, my Captains, for providing nitl wolutions.

My gratitude to Ginsberg and all the tropicalistés;, having
explained a little bit about life to me, made meain, wonder, and,
above all, question. Sarava!



ABSTRACT

Through a dialogical relation between poems andjdwgrncs, and the
socio-political contexts which surrounded thesetstexhis research
discusses the resonance that North American pdlefy &insberg, had
over the Brazilian musical movement, the Tropicélihe corpora are
the poems “Howl” (1956), “America” (1956), “Superrkat in
California” (1955), “Sunflower Sutra” (1955), “Scohg1954), and
“Wild Orphan” (1952), written by Allen Ginsberg, @énthe songs
“Batmacumba” (1968), composed by Caetano Velosd,Gilberto Gil,
“Baby” (1968), composed by Caetano Veloso, “GelBeral” (1968),
composed by Gilberto Gil and Torquato Neto, “AlagAlegria” (1967),
composed by Caetano Veloso, and “Domingo no Pardi867),
composed by Gilberto Gil. The main theoretical aritical parameters
of this research include: Mikhail Bakhtin and hisflections on
intertextuality; James J. Farrell, who believest thlae American
counterculture began with the Beats; Claudio Willgho stresses the
importance of Allen Ginsberg to the Beat movemastwell as to the
birth of the American counterculture; Christopherund, who
emphasizes the historical, social, and politicalevance of the
Tropicalia; and Celso Favaretto, who discussespttdthe complexity
of most of the Tropicdlia songs. Based on spatameters, this research
suggests that the life and work of Allen Ginsbeagl lyreat resonance
over the creation of the Tropicalia.

Keywords: Beats, American counterculture, Tropicalia, Bliaai
counterculture.

Number of pages: 144
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RESUMO

Através de uma relacédo dialégica entre poesiaraslete musica e o
contexto socio-politico que circundava tais textste estudo discute a
ressonancia que o poeta Norte Americano, Allen l&irgs teve sobre o
movimento musical Brasileiro, a Tropicalia.c&rpora sdo 0s poemas
“Howl” (1956), “America” (1956), “Supermarket in @farnia” (1955),
“Sunflower Sutra” (1955), “Song” (1954), e “Wild ghman” (1952),
escritos por Allen Ginsberg, e as musicas “Batmdaim(1968),
composta por Caetano Veloso, e Gilberto Gil, “Ba(868), composta
por Caetano Veloso, “Geléia Geral” (1968), comppstaGilberto Gil e
Torquato Neto, “Alegria, Alegria” (1967), composteor Caetano
Veloso, e “Domingo no Parque” (1967), composta @idberto Gil. Os
principais parametros tedricos e criticos destguisa incluem: Mikhail
Bakhtin e suas reflexdes sobre intertextualidadmed J. Farrell, que
acredita que a contracultura Americana comegoua®Beats; também
em Claudio Willer, que salienta a importancia déeilGinsberg no
movimento Beat e no nascimento da contracultura risames;
Christopher Dunn, que enfatiza a relevancia hisrsocial e politica
da Tropicdlia; e Celso Favaretto, que discute ewfupdidade a
complexidade da grande maioria das musicas dacHitpi Baseando-
se em tais pardmetros identificados, esta disgertsggere que a vida e
obra de Allen Ginsberg tiveram grande ressonarafigesa criacdo da
Tropicalia.

Palavras-chave Beats, Contracultura Norte Americana, Tropicalia,
Contracultura Brasileira
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CHAPTER |

Introduction

Allen Ginsberg was much more than the poet whoevtio¢ epic
“Howl” (1956) or the bohemian, boisterous nonconformibp lived
life to the fullest. Nevertheless, in a lot of wdlis is the image that has
remained for the rest of the world and future gatiens to come. Little
is said about him being a predecessor, as well gigg to the 1960s
American engageé counterculture. Furthermore almosting is said
about his resonance on global popular culture mrparticular, on
Brazilian popular culture, such as the Tropicaliaking these concerns
into account, this research is interested in bnigginto light the
resonance that the life and work of Ginsberg hadhenTropicalia in
Brazil.

The general contexts of this investigation are Aceer
counterculture and Brazilian counterculture. Thec#fir contexts of
this investigation are the life and poetry of All&insberg and the
Tropicalia. Ginsberg’s life was marked constantyyfwlitical activism,
and personal commitment, as he played a leadirgimahe creation of
American engageé counterculture of the 1960s. dttisism is clear in
his poetry. As Sue Asbee states, “Ginsberg protagainst capitalism,
consumerism, and social inequalities, using autpbijghy to serve a
public purpose*and with this, he “made claims for poetry as a aed
revolutionary force® The resonance of Ginsberg’s life and poetry can
be seen in a global context, such as in the TrbaicBropicélia was a
countercultural artistic movement that began inzran 1967, and
whose principles went head on against the pringipled moral of the
dictatorship that Brazil had undergone since 19Bde Tropicélia
managed to disrupt the cultural, economic, politicad social structures
of Brazil; as Christopher Dunn reminds us

! Asbee, Sue. “The Poetry of Frank O'Hara and Algnsberg.”_The Popular and The
Canonical: Debating Twentieth CenturyLiterature G2000Ed. Johnson, David. New York:
Routledge Publishing. 1997. 58

2 Ipid.
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Although Tropicédlia coalesced as a formal
movement only in the realm of popular music, it
was a cultural phenomenon manifest in film,
theatre, visual arts, and literature. The dialogic
impulse behind Tropicalia would generate an
extraordinary flourish of artistic innovation dugin

a period of political and cultural conflict in

Brazil 2

The threatening reality which Ginsberg and theitaljstas were
forced to face was very similar in many aspectse American society
of the 1950s was living the height of McCarthyissmsomewhat new
witch hunt, with the government of the United Statietaining the
power of the inquisitors. Thus anyone who coulgresent a threat to
that government was to be hunted down like witcheékile the world
witnessed a battle of titans — Americans vs. Sewetoaring into the
skies, with the “promise” of a nuclear hecatomikilg around in the
near future, Americans now had a new evil enemth tie Nazi threat
long gone, the Stalin-led communist threat. Eveyyiifa in the United
States became quite Spartan, as kids were taugbé tmough, to be
winners, to compete with gusto and might, and, eteugh it was
important to compete, the most important thing teasin.

Obviously there was a reason behind all this itréalsmilitary
apparatus. With the world completely hampered awcdpacitated after
World War IlI, Americans envisioned themselves as tletainers of
decency, freedom, and morality, and it was thdirtpprovide all that to
other countries. Americans and Soviets soon begasptead their
domain over Third World countries, and sure enatigfas just a matter
of time before they reached the biggest countrySouth America.
Sometimes April really is the cruelest month of afid it certainly was
for the majority of Brazilians in 1964, the yeaattApril Fool's Day
joke happened somehow to come true, and the rmyilitaally did
overthrow the government.

With the military having carte blanche over Brazind the
United States funding them, one could argue, Brheijan a slow
process of “Americanization.” The number of teleMismonitors’sales
grew exponentially, rock’n’roll became a “feverfiet “hippie” figure
invaded Brazilian grounds, a massive foreign chpiégan to circulate
inside our national economy, and the differencetwvéen political

3 Dunn, Christopher._Brutality Garden: TropicaliadafThe Emergence of a Brazilian
CountercultureNorth Carolina, University of North Carolina Pre2601. 2.
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orientations became violent if latent. The violeaoel censorship of the
dictatorship was a factor of critical influence the creation of
Tropicalia. Christopher Dunn says that “[tlhe tagistas elaborated
their own critique of the conservative Right, papated in public
manifestations against authoritarianism, and resmbgbngs that alluded
to a context of violence in urban BraZllThe Tropicélia became a solid
base for the counterculture of the 1960s in Brd#ikough the voices
and art of artists like Caetano Veloso, Gilbertd, @hd Tom Zé, the
Tropicalia became a big threat to the governmemth sa threat that
Caetano and Gil were exiled to London in 1969, thuing a sudden
halt to the movement.

The objective of the proposed research is to trearallels
between the life and work of Ginsberg and the esmrg and
development of the Tropicalia movement in Brazilthe first chapter |
give a succinct description of the concepts thettdll work with in this
research.

In the second chapter, “1945-1964 Nineteen Years That
Changed Everything,” | give a historical backgrowfdvhat was going
on in the United States and the world during thesssrs. The political
expansion of the United States, through a virtuallycontrollable
foreign policy, began to alter world affairs in vgawe still talk about
today. This houndish and violent demarcation afitteyy performed by
the United States, throughout the 1950s and 196&@sgreat resonance
on Ginberg’s poems and life, as well as the Trdica

In the third chapter, “Ginsberg’s Beat: The Birth Bngageé
Counterculture,” | talk about Ginsberg’s life andn, and how both
had a resonance on the creation of the countereutfuthe 1960s. | talk
about what was going on in the United States dutirteg 1950s. All
events that were happening, whether politicallysocially, seemed to
have an impact on Ginsberg's life and consequdmsyart. It is my
belief that in order to fully understand the sigrahce and the
importance of what Ginsberg achieved, we must kask at what was
going on around him in San Francisco, and elsewimefenerica. The
book The Spirit of The Sixties: Making Post War Radsgraliby James
J. Farell, served as a critical approach towardisngrabout this period.
The author says that people began to understanddher of the
individual: How one person could change historywadl as the world.
This ultimate power of an individual was the driyiforce behind the
spirit of the 1960s, according to the author. Frooast to coast in

4 Ibid. 121.



12

America people began to change their passive @gstiowards politics
and social life, becoming active participants.

In the fourth chapter, “Panis et Circensis or Tedpa,” | talk
about what was happening in Brazil since the beggof the military
dictatorship in 1964, and how that influenced theation of the
Tropicalia. | will also be talking about the sphersurronding the
Tropicalia, such as: political, social, economicahd cultural, while
analyzing the impact that the Tropicélia had ors¢hgpheres. This same
sort of individual commitment that many Americansghn to have
could also be seen among many Brazilians durind &&®s, especially
tropicalistas. The Tropicélia movement consolidatself, among other
reasons, because of the individual struggle oftalparticipants. The
book Brutality Garden: Tropicalia and The Emergence oBeazilian
Counterculture by Christopher Dunn, served as an initial critica
approach towards the emergence of the Tropicafid, ies historical
context. The author gives great importance to teeftical background
of the Tropicdlia in order to explain it. To betteomprehend the
Tropicalia it is very important to contextualize-itthe artistic ruptures
which began to happen in Brazil, while keeping imanthe tense years
which Brazil was living with the dictatorship. & bne thing to say “E
proibido proibir® in some Youtube movie made last year, but it is
something completely distinct to say it at a mdsatival with national
broadcast, during a severe dictatorship.

In the fifth chapter, “Tropical Ginsberg: The reaane of Allen
Ginsberg on the Tropicdlia,” | attempted a dialafjiconnection
between both through the theoretical parameteeblkestied by Mikhail
Bahktin. Through an inter-textual analysis | edstdd a dialog
between Ginsberg’s work and life and the Tropicaliexts are
utterances produced by personalities, and as ntiesathey relate to
other texts through context. The relation betwestt &and context is
apparent in Ginsberg and thepicalistas in many ways the 1950s in
the United States had a lot tcommon with the 1960s in Brazil.
Ginsberg used his poetry as a form of protest agahe industrial-
military society he lived in, and theopicalistasused their songs as a
smart way to challenge the dictatorship that catgig) Brazil.

In the sixth chapter, “Conclusion,” | give my finsbmments and
remarks about Ginsberg and the Tropicdlia. | alse gomments on
possible next steps this research could talk alamat why this research

® Which reads “It is prohibited to prohibit.” It the title of a song written by Caetano Veloso,
and a ‘maxim’ of French students during the outtsuo$ the revolution of 1968.
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is significant.

What began as a juvenile jubilant admiration, betlen | was
still a teenager and read Ginsberg avidly, anckristito Tropicalia
songs over and over, ended up evolving into a gserend thorough
research, and investigation. And now, more than ywars after its
beginning, | am proud of sharing with you what ukbput together. |
am a passionate admirer of Ginsberg and the Tripieid did not try
to hide that through any sort of unbiased workolrmt believe such
approach compromised this research, neither ddiéveean unbiased
work is possible — in my opinion every text willroathe author’s ideas
and ideology. This passionate approach only madeanthis with total
dedication, and commitment; furthermore, all th¢hats | read while
researching were also profound admirers of whay tivere writing
about. | did not try to glorify Ginsberg or th@picalistas neither their
work; what | tried to do was an in-depth analysistleir work, the
context of their work, and establish an intertekitedation between
them.
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CHAPTER

Defining Cosyats

The first concept | work with in this research segroposed by
James J. Farrell, “political personalism.” Accoglito him, political
personalism is the idea that the personal is paljtwhere individuals

participate actively in

the day to day political cddgons of their

neighborhood and nation. The personalist, an ad#ptpolitical
personalism, believes every individual has a comige with the well-
being of society. For the personalist the meanirth@word democracy
— government of the people — is of utmost imporartecause there is
no democracy if the people do not participate in iEveryone is
responsible for what goes on in the country, thestvthing is not the
overt sinister plots of people, it is, rather, tlesolate silence of people.
People are called upon to do their part, peacetiemly a state of mind,
it is a necessity for daily life; personalists be#d in “the inviolable
dignity of persons® This perspective of personal commitment was the
fuel for the ignition of postwar radicalism in thaited States.

According to Farrell, during the 1950s and 1960she United
States, political personalism,

Was suspicious of the market economy and the
state, because they were not ultimately focused on
the dignity of persons. Personalists were
suspicious of the market economy because they
[personalists] did not believe inhomo
economicus who feels no obligation to others.
They [personalists] decried the depersonalization
of people in the impersonal factories and
bureaucracies of modern economy. And they
refused to countenance the injustices that the
market accepted as normal. Personalists were
suspicious of the state in part because they feared
the corruptions of power, and in part because the
habit of looking to the state for solutions to sbci
problems excused individuals who could be doing
something here and now.

¢ Farell, James JThe Spirit of The Sixties: Making Post War Radisali New York:

Routledge Publishing. 1997. 6.



15

During the 1950s, the United States was not the &frplace one
could go to a highway bar and start a conversatiith any stranger
about peace, and refuse “to countenance the iogssthat the market
accepted as normal.” This kind of talk could getiysiraight to jail.
Notwithstanding, personalists began to grow in neithroughout the
1950s, and soon the idealistic dream of some fewdsnbursted into the
countercultural revolution of the 1960s, whose leasin— such as:
“make love, not war,” or “all you need is love” —ewe all deeply
influenced by political personalism. If any struetltbreeds misery, it
needs restructuring, and if people are capableehg such flaws, but
do nothing about it, they should be held respoadii it.

This active political involvement of individuals w&oon visible
in the arts realm, especially in the writings of BBeats. The Beats were
a group of writers and friends who gained recognitin the 1950s in
the United States. Among other things, many Bedisized the “social
lie, the untruths and half-truths embodied in thbole process of
socialization,” as they searched for “a nakedness of mind, and
ultimately of soul.® To be beat meant to be stripped down to the bare
minimum, to the naked truth of things. Beat poé&ivgs also considered
to be typewriter jazz, aimed at catching the ahrsyptcopated rhythms,
the improvizational dash and bravura of jazz, belaopl swing.? Beat
literature became quite famous with the publicatbrGinsberg’s epic
poem ‘Howl,” in 1956, and also with the publication of Jackd{exc’s
On the Roadin 1957.

Not all Beats had a commitment with socio-politicssues,
Burroughs and Kerouac were certified recluses, deal Cassady was
more worried about fleeing from ex-wives and gettom the road than
anything else. However, this commitment betweerstaand society is
quite clear in Ginsberg, who would become a guruthef engageé
counterculture of the 1960s. As Claudio Willer reds us, “[a]
passagem da beat a contracultura e rebelides fudaniécada de 1960
[...] é indissociavel da biografia de Ginsbet§.Ginsberg's claim for

" Ibid. 63.

8 Ibid.

9 Asbee, Sue. “The Poetry of Frank O’Hara and Alzinsberg.” The Popular and The
Canonical: Debating Twentieth CenturyLiterature @:2000Ed. Johnson, David. New York:
Routledge Publishing. 1997. 82.

0 willer, Claudio._Geragéio BeaPorto Alegre: L&PM. 2009. 103. Which reads “thesgage
of beat to the counterculture and juvenile rebedlicof the 1960 is indissociable to the
biography of Ginsberg.” Author’s translation.
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poetry as a new “revolutionary force,” and persanablvement with
socio-political issues would become the solid gobdar the 1960s
engageé counterculture. Many ideals Ginsberg pmtase wrote about
in the 1950s later on resonated on some protestthefengageé
counterculture of the 1960s, ideals like partiapat democracy,
egalitarianism, collective growth, and communaklov

Ginsberg’s poetry, as well Beat poetry, “conneciedthetic and
political concerns, rejecting the academic impeasibn of the New
Criticism.”™* The same annulment of the individual that couldé®en in
the American military industrial society of the 185 reflected on the
dominant trend of literary criticism of the time,eWN Criticism.
According to James Breslin, John Crowe Ransom'ayes®oetry: A
Note to Ontology” (1938), and Allen Tate’'s essakerision in Poetry”
(1938), were somewhat cornerstones of the New ofSniti, as they
“articulated the movement’s theoretical foundatibtfsBreslin argues
that Ransom and Tate made a clear distinction festwe

Prose (or science), which is rational, abstraad, an

manipulative, and poetry (or art), which blended

thinking and feeling in a seamless whole. A poem
was thus [...] a self-enclosed space that
transcended personal, social, political biases and
affirmed imaginitive activity as disinterest&d.

Breslin goes on to say that the theory behind therging New
Criticism “privileged the brief, intense, ironicalself-conscious lyric; it
excluded the discursive, narrative, spontaneotssipaate, comitted:

As poetry gradually became more and more impersandl
academic, the social connotation of the poet Idst af its power. The
romantic figure of the poet as someone like Rimbawding, with big
starry eyes that seem to stare at the horizon,vdmase verses could
enchant people with its fluctuating connectivityidéas, was long gone.
The post-war poet was a highly educated, bourgypis, whose lines
were meticulously created. American post-war pobggame an art of

1 Farell, James Jrhe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 58

12 Breslin, James E. B. et al., A History of ModeweRy: Modernism and Afte2'° Volume.
Cambridge: The Belknap Press of Harvard UP. 193080

3 Ibid

4 |bid.
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the elite, onlyil miglior fabbro would be published. Yet, in spite of all
this “conservative” overtone which American postwaoetry had,

Ginsberg managed to publish, and sell thousandsopies of a very

personal poem, with every nameable perversion & edeicated mind

could think of, and many curses: the antithesi®whal poetry.

Ginsberg’s “How!” went head on against the Amani@ream of
the 1950s and traditional poetry, it “linked thanscendent with the
material, mystical ecstasy with urban torment, ng surging
Whitmanesque lines:® “Howl” had everything a revolution needed in
order to begin, the “bravura,” the “continental’rde of verses, the
nudity of the author, totally exposed on versehéd the impact of an
angry, impassioned breaking with constraints, andnymof the
beginning poets who read it felt that Ginsberg gagn voice to — and
thus opened up — areas hidden or denied by therudacof accepted
work.”*® Ginsberg became a somewhat freedom of speecheasdnal
freedom advocate with the public readings of “Hovdnd active
involvement with socio-political issues, like peac®nifestations, in
short, a guru for the engageé counterculture.

A very similar countercultural outburst happenedrazil, with
the appearance of the Tropicdlia. The Tropicaligabeas a music
movement in 1967, with the presentations of Caelioso, Gilberto
Gil and os Mutantes in the “lll Festival de Musieapular Brasileira,”
aired by Record, a Brazilian television network. cBese their
presentations in the Festival were so uncommongdaatl with so many
issues when analyzed, they are considered to biitte bursts of the
Tropicalia. Celso Favaretto suggests in his bdlakpicalia Alegoria
Alegria, that the “procedimento inicial do tropicalismosénia-se na
linha da modernidade: incorporava o carater exppodd momento as
experiéncias culturais que vinham se processandp,cpnsistia em
redescobrir e criticar a tradical.”

According to Luiz Tatit, in his preface to the fieglition of Celso
Favaretto'sTropicalia Alegoria Alegriathe Tropicélia “nasceu num pais
enrijecido por maniqueismos que se infiltravam setores artisticos
coibindo diversas formas de criagdo. Em relacassa erdem, nitida e

15 |bid. p. 1085.

18 |bid.

" Favaretto, Celso. Tropicdlia Alegoria Alegridth Ed. Cotia: Atelié Editorial. 2007. 31.
Which reads “ the initial procedure of the tropisalo inserted itself in the lines of modernity:
it incorporated the explosive caracter of the manerthe cultural experiences that were being
processed {...}[it] consisted in rediscover and ciité the tradition.” Author’s translation.
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definida, o tropicalismo introduziu a fraturd."Even though the
Tropicélia emerged as a musical movement, it becameultural
phenomenon, having manifestations in the realminef arts, theatre,
literature, and cinema, as | will later on pointt an chapter 5,
“Tropicalia, or Panis et Circensis.”

Intrinsic with the Tropicdlia, was the ‘marginalilture of Brazil.
Glauco Mattoso caracterizes the “marginal” as, 6tugue ndo se
enquadrasse num padrdo estabelecidol...] cabelprmon sexo livre,
gibi, giria, rock, droga e outras bandeiras recewge tipificam um
fendbmeno de rebeldia das novas geragbes ocided&isminado
justamente contraculturd® This “marginality” which many fine art
artists, movie and theatre directors, thinkers, ioss, and artists in
general had, was a peculiar trait of Brazilian detgulture. Hélio
Oiticica, self-acclaimed marginal, even did a mgetaith a picture of a
famous drug lord of the time, the picture showesl dinug lord’s dead
body, and Oiticica wrote on top of the picture: j&Benarginal, seja
heréi,”° Considering that the military dictatorship thaletithe country
viewed anything that did not fit the establishedtgya as dispensable,
these artists were definitely very audacious toehaifirmed their
marginality.

Much like the engageé counterculture which Ginsbesiped to
create, the Tropicdlia also helped identify Braxilcounterculture. Both
Ginsberg and the tropicalistas managed to challémgéelite” artists of
their time through their work. With their “margifiadrt, Ginsberg and
the tropicalistas entered into direct confrontatigth a great number of
critics and artists who made a clear distinctiotwieen refined art, and
popular art. This distinction between the populad the refined is well
portrayed by Raymond Williams in his bodkeywords: A Vocabulary
of Culture and SocietyVilliams defines popular as

18 |bid. 11. Which reads “was born in a country haete by manichaeisms which infiltrated
the artistic sectors, restraining many forms oftiom. In relation to this order, distinct and
defined, the tropicalismo introduced the fracturuthor’s translation.

' Mattoso, Glauco. O Que E Poesia Margirgio Paulo: Brasiliense. 1981. 8. Which reads
“everything which did not fit in an established teat[...]Jlong hair, free sex, comic books,
slang, rock, drug, and other recent flags whichifgya phenomenon of rebellion of the new
eastern generations exactly named countercultdrgtior’s translation.

2 Which reads, “Be a marginal, be a hero.” Authtrasslation.
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Originally a legal and political term, from popukar
Latin — belonging to the people]...]Jbut there wasnals
the sense of ‘low’ or ‘base’[...] Popular culture waat
identified by the people but by others, and it stirries
two older senses: inferior kinds of work (popular
literature, popular press as distinguished fromliua
press); and work deliberately setting out to winofar
(popular journalism or popular entertainment); asllw
as the modern sense of well-liked by many peopity w
which, of course, in many cases, the earlier senses
overlap®*

This was the sort of reasoning which Ginsberg ahd t
tropicalistas were forced to argue against. Byraffig their “marginal”
side, and letting loose their countercultural ‘yawpinsberg and the
tropicalistas were not only confronting the esttilient or status quo,
but also affirming their political stance of “I Wfight for my rights!”

One of the most brilliant things about Ginsbergd athe
tropicalistas was their ability to mix differentylds. The way they
proposed their countercultural art was baffling foost artists, as it was
obviously popular, but it also carried a highly beleate criticism
towards social structures with inherited flaws loé system, as well as
arguable traces of well thought language applicatias will be
discussed later on in chapters 3, 4, and 5. Gigsbability to join T.S.
Eliot with Walt Whitman in his verses, and the ioghistas’ ability to
unite the archaic bongo with the ultra-modern guitiatortion in their
songs was something totally new, and left manystartand critics
uneasy with the possibility of a revolution stagtirom the marginal
part of society

There is ample material published which discusghe
anthropophagy performed by the tropicalistas, ducall assimilation
process, where the artist devours an entire cultum@ (re)produces
something new. This cultural canibalism was ingplvg two manifestos
written by Oswald de Andrade. The first one was ‘thianifesto da
Poesia Pau-Brasif published in 1924, and which Christopher Dunn
considers a “suggestive metaphor for a ‘nativefuzal project informed

2L williams, Raymond, Keywords: A Vocabulary of Cuktuand SocietyLondon: Fontana.
1983. 236-237.
22 Which reads “Brazilwood Poetry Manifesto.” Authettanslation.
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by contemporary international trendd.’Dunn sees the manifesto as
being,

Structured around a binary tension between “the
forest and the school” in the genisis of Brazilian
culture[...Jthe school connotes lettered society,
with its formal institutions and technological
resources, and the forest serves as natural
metaphor for that which was excluded or
marginalized from the economic, political, and
cultural centers of power and prestige.

The second manifesto was the “Manifesto Antropafagi*
published in 1928. In this manifesto, accordinglann, Andrade
suggested “there was no national ‘essence,’ odiynamic and conflict-
ridden process of critical assimilation, or ‘deglah,” of various
cultural influences® With this in mind the tropicalistas began to
question the idea of ‘national’ music, or ‘tradited’ music — which will
be discussed later on in chapters 4, and 5 — valdle promoting much
debate over what was ‘popular,” and what was ‘esfih

This complex assimilation process which the tralmtas
proposed with some songs can also be seen in teeypof Allen
Ginsberg. Claudio Willer suggests that Ginsberg ahd Beats
“[pJrocederam a devoracdo antropofagica da cultofgial, e a
incorporacao e revitalizacdo daquela que estavargam do sistema,
que o establishment havia varrido para debaixagetée.?® According
to the author, one of the innovative and daringsidf the beats is their
ability to make “a ponte entre 0 modernismo angtedcano, de Ezra
Pound e Wiliam Carlos Williams, e a vanguarda desa,
principalmente o surrealismé’It becomes evident that what Ginsberg
and the tropicalistas proposed with their art wasething provocative

2 Dunn, Christopher._Brutality Garden: Tropicaliadahe Emergence of a Brazilian
CountercultureNorth Carolina, University of North Carolina Pre2601. 15.

24 Which reads, “Anthropophagy Manifesto.” Authorarnslation

% Dunn, Christopher._Brutality Garden: Tropicaliadahe Emergence of a Brazilian
CountercultureNorth Carolina, University of North Carolina Pre2601. 18.

2% Willer, Claudio. Uivo, Kaddish e Outros Poemdsans. Claudio Willer. Porto Alegre:
L&PM, 2006. 10. Which reads, “Proceded in the calitic devouring of the official culture,
and in the incorporation and revitalization of thdtich was at the margin of the system, that
the establishment had swept off to underneathufyg Author’s translation.

2" |bid. Which reads “the bridge between Anglo-AmaricModernism, of Ezra Pound, and
William Carlos Williams, and French avant-gardepezsally the surrealism.” Author’s
translation.
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and new, as well as carefully and beautifully efabed.

It was exactly because of these startling sintieithat | was
compelled to research more about the dialogicatioel which | thought
existed between Ginsberg and the tropicalistas. ,Nadter so much
work and research, | am convinced that | was rightough the aid of
the theoretical parameters established by Russ#molas Mikhail
Bakhtin in his essay, “The Problem of The Text imduistics,
Philology, and the Human Sciences: An ExperimenPhilosophical
Analysis,” | established a dialogical relation betm Ginsberg's texts
and context, with the tropicalistas songs and ctnt&ccording to
Bakhtin,

The utterance (as a speech whole). [...] is no
longer a unit of language (and not a unit of

“speech flow” or the “speech chain”), but a unit of

speech communication that has not mere formal
definition, but contextual meaning (that is,

integrated meaning that relates to value][...]Jand
requires a responsive understanding, one that
includes evaluation). The responsive

understanding of a speech whole is always
dialogic by naturé®

For Bakhtin there are no “voiceless words that hglto no one.
Each word contains voices that are sometimes tefindistant.?® Texts
generate meaning when they are related to theirexgrio what they
talk about, and this meaning will always be produdy dialogical
relations that we all make while trying to undenstaa text. Because
Ginsberg’s poems and the tropicalistas’ songs lmsay elements in
common, such as the confrontation element, and ptevocative
element, they end up entering into dialogic refaiavith each other.
Bakhtin says that what matters,

Is not elements of the text (units) of language
system that have become elements of the text, but
aspects of the utterance. The utterance as a
semantic whole. The relationship to others’
utterances cannot be separated from the

28 Bakhtin, Mikhail M. Speech Genres & Other Late &ssTrans. Vern W. McGee. Austin:
University of Texas Press, 1986. 125.
2 |bid. 124.




22

relationship to the object (for it is argued about,
agreed upon, views converge within it), nor can it
be separated from the relationship to the speaker
himself>°

If we look at the kind of protest that Ginsberg maand the kind
of protest the tropicalistas made, they are vamjlar — they talk about
the triumph of love over hate, about individuakflem and rights.

The relation between Ginsberg’'s 1950s context ahd t
tropicalistas 1960s context is very clear, as veds lsefore — Industrial-
Military oriented and controlled — and their retetiwith this context
was also very similar — of confrontation and uncomity. It is no
wonder then that the works they produced entereéd dialogical
relation with each other, as these works were actiresult of their
coinciding opinions and ideas regarding the coniitheir lives.
Ginsberg did not approve of the cold and belligeepproach towards
life that many Americans had, especially the gowemnt, neither did the
tropicalistas identify with the exaccerbated nadiesm and silencing
censhorship of the dictatorship. Ginsberg and tbgidalistas sounded
the gong of discordance, and managed to thriveigirat.

* |bid. 122.
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CHAPTER Il

1945-1964: Nineteen Years That ChangBderything

3.1. On Fabricating an Empire and its Spirit — TheUnited States of
America (USA)

Men, this stuff we hear about America wanting to
stay out of the war, not wanting to fight, is adbt
bullshit. Americans love to fight traditionally. 1Al
real Americans love the sting and clash of battle.
When you were kids, you all admired the
champion marble player; the fastest runner; the
big league ball players; the toughest boxers.
Americans love a winner and will not tolerate a
loser. Americans despise cowards. Americans
play to win all the time. | wouldn't give a hoot in
hell for a man who lost and laughed. That's why
Americans have never lost, not ever will lose a
war, for the very thought of losing is hateful to a
American. (General George Patton, addressing his
troops before leaving from London to France,
1945)*

An ancient myth of a pueblo of the desert of Loanbs® in
New Mexico, said that a new era would begin whenghin rose from
the West. Many centuries passed, the pueblos of Alamos were
forced into oblivion, and in the hot and dry predakours of July 16,
1945, the sun mysteriously rose from the West. ®henous and
destructive Moloch that somber atomic cloud prodyeehen reflected
upon the dark lenses of the sun glasses of theestigtanking US
Generals, alongside Dr. J. Robert Oppenheimerpewthat Paracelsus
of modern ages, glimpsed a murky future up ahebad.cbmpletion of
operation “Trinity” from “Project Manhanttan” at koAlamos meant
much more than the dusk of World War I, it medrd tlawn of a new
era, of a new world order which was certainly gdiodpe the American

3 Province, Charles M. “General Patton’s Address the Troops.” 23 June 2009.
http://www.pattonhg.com/speech.html

32 Doucet, Friedrich W. O Livro de Ouro das Ciéncfasultas Trans. Maria M. Wurth
Teixeira. Rio de Janeiro: Ediouro, 2002. 342
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way, or no way.

Americans entered World War Il as a country clingbout of its
greatest depression ever, and came out as gladmgre of a new age.
Glory did indeed shine upon the happy, and innotzergs of victory, of
the young American soldiers as they paraded downwes in Paris and
London. Their patriotic smile, still embedded witlood from the recent
massacre of the satanic Nazis, easily and foolishgrmed men, and
women. Back home, over the Atlantic, they were geédn no less
greater way, as true immortals, men who become snyjthwas the
perfect excuse to have a blast, make babies, aid &hy, as the sun
seemed to shine brighter over American soil — hdggby boomer days.

After World War I, the Old World was completelyushed to
splinters, and willing to accept any offer. Glidioger this new global
scenario as if admiring the view from a new Olympaericans and
Soviets prepared themselves for their feast ofajldominance. World
War 1l had just ended, but the local conflicts werdy just beginning,
as the Iron Curtain divided the European contineritvo. A different
war began, with different purposes, but still treeme intentions —
supreme domination. Slowly and gradually the Ansg began to
spread their bald eagle wings throughout the woaldy opposition
would be viewed as a threat. “After the victorywdbrld War 11, the sins
of the Soviet Empire replaced the Nazi threat dlization.” 3

President Truman envisioned the US as the leadetiseonew
global order, and as leaders they needed to noaridhprotect all that
was in their interest. Viewing with cautious eyles butbursts in Turkey,
and Greece, president Truman authorized US econaididor both
countries, the first step in the creation of a paog bearing his name,
which became known as the Truman Doctrine. The &rumoctrine
was part of the containment policy that emergethénUS shortly after
World War 1l, which sought to contain the spread cimmunism
through American intervention, from a fear of cormisti global
hegemony.

The Truman Doctrine also functioned as a securigasare to
ensure the success of the Marshall Plan, createtume 1947. The
Marshall Plan, also known as the European RecoResgram (ERP),
sought to aid Europe in its post-war reconstructibriasted for four
years, and donated around $13 bilfibbl'S dollars to Western Europe’s

33 Farrell, James J. The Spirit of the Sixtidew York: Penguin Books, 2006. 40
3 U.S. Department of State Online “Marshall Plan.” 28 June 2009
http://www.state.gov/r/pa/ho/time/cwr/16328.htm
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countries which signed the pl&hHowever, the Soviets, under Stalin’s
hammer and sickle fists, and Wacheslav MolotoBalin’s Foreign
Minister) advices, argued that the Plan was makihng bosses of Wall
Street [...] take the place of Germany, Japan, aigt° and turned the
offer to sign the Plan down flat, accepting no Velensuring” help from
the Americans. From the perspective of the Soviéts,Marshall Plan
was not much more than an aid from Americans t@peans to allow
Europeans to buy American goods.

As the “cold” conflicts seemed only to get “hottesthd with
tensions between Americans and Soviets undermiaimg form of
dialogue, the next step for the Americans was éater an organization
capable of containing the Soviet threat. Fearireg the Soviet army
might be far more potent than that of the countitiés$ signed the Treaty
of Brusseld’, Truman sought to extend their economic aid tdtanjt
aid, and so the The North Atlantic Treaty Organiat(NATO), was
created on April 4, 1949. With the creation of NAT&y further attack
upon one NATO country would be considered an aggyesto all
NATO's countries.

3.2 The Escalation of Doom

The USA and the USSR do not have military-
industrial complexes. They are military industrial
complexes®

In the seemingly ordinary morning of August 29, 994he
world’s destiny suddenly came one step closer ddfiital check-out
point. It was the day the Soviets presented themsels an even bigger
fiend to the capitalist free-market world, the dhgy introduced to the
world their new atomic toy, the RDS-1. The 22 lilwg of TNT
produced by the explosion of RDS-1, even beingrigdbas the sun for
those who saw i was a hecatomb at the eyes of America. Political

% Austria, Belgium, Denmark, France, West GermamnmgaGBritain, Greece, Iceland, Ireland,
Italy, Luxembourg, the Netherlands, Norway, Swed®sitzerland, and Turkey.

Wettig, Gerhard (2008), Stalin and the Cold WaEimope, Rowman & Littlefield,142.
S"Belgium, Netherlands, France, United Kingdom, ansldmbourg. The Treaty was signed in
March 17, 1948, and subsequently created the WeEtaope's Defence Organization.

% Goodman, Paul. “A Tract of Times.” LiberatiorMarch 1956 5-6.

» Burzi, Francisco. “First Lightning.” 25 June 2009.
http://www.sonicbomb.com/modules.php?name=Conteat&howpage&pid=50
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grounds of the world became even more unstableowshe enemy had
the same peace-ensuring weapon.

The interpretation of peaé®concerning both empires, was very
similar to the Roman interpretation of it, Ronaax (29 BC —180 AD).
To be at peace with Romans, or Americans and Soue¢ant to be
willing to accept the new empire, abide to thelesuand customs, and
perhaps prosper through it; the question was, “wene willing to
accept peace, or wanting to commence war? Atomic’ Wae atom
totem was the ultimate peace ensuring weapon, datagiieed that no
country would dare to intervene in foreign and orai interests and
affairs of the empires that detained and worshigfsedolossal powers.
With greedy needs, backed-up by atomic bombs, &ogied Americans
began their Asian expansion.

From the start, Americans were geographically hiededue to
the proximity of the Soviet Union to their firstgy: China. China was
already a problem for Americans ever since the @ndorld War II.
Americans backed the Kuomintang of China (KMT),0alsown as
Chinese Nationalist Party, while Soviets aided thd army of the
Communist Party of China (CPC). While negotiatidretween both
sides for a peaceful reconstruction of China redche consensus,
battles were happening all over China. On June6,18% Soviet-CPC,
led by Mao-Tse-tung, began what they called “walikararation,” and
what Americans called a “civil war,” a massive #hgear conflict which
led to the proclamation of The People’s RepublicCbfna, on October
1, 1949, and made Mao become Chairman Mao.

The defeat in China was dire for Americans, and eam a
presage: if one country submits to Communism, soaould spread to
its neighbors through the domino effect. Concemgalit the possibility
of losing Asia, secretary of State, Dean Achesaguested a new
national security strategy plan to Paul Nitze, he&dPolicy Planning
Staff. The 58 page document, entitled: "United &¥taDbjectives and
Programs for National Securit§’" that was produced with those
objectives turned out to be one of the most infliz&nsources of
American Foreign Policy for years to come. In iitzN's staff argued,
among other things, that: “Soviet threat would sobe greatly
augmented by the addition of more weapons, inctudiruclear

% History of Filosofy I class of Dr. Luis Felipe Ribeiro, April, 22, 2003.
41 Also known as theNSC-68, released April 7, 1950.
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weapons® The overtones of evil given to Soviets is implicit
throughtout the paper, while Americans are envisibas saviors of the
“free-world” and *“civilization.” Nitze claimed thathe Soviets were
“animated by a new fanatic fait>’one which went head-on against
what Americans and the free-world believed in. Botution was that
the United States of America should, in returnspxand in kind with a
massive build-up of the U.S. military and its weayyd'**

Therein, after a somewhat brief moment of worldgeefor five
strangely tense years, shortly after the defe@hima, the domino effect
nightmare began. The economic possibilities tha Wellow Sea
presented, in addition to the strategic militargiponing of Korea, gave
Americans and Soviets uncountable reasons to reatHor Korea;
conflicts began on June 25, 1950. Slowly the waratte began to
monstrously (re)shape the Korean landscape, culaure civilization,
north, and south of the @ajarellel‘."5 Korea, which had already been
under harsh Japanese rule since 1905, with theoEntlorld War I
ended up divided in two, with Kim Il-sung contrallj the North area of
the 38" parellel, and Syngman Rhee controlling the Souéa @f the
38" parellel. They got rid of the Japanese, but a®lateral effect
ended up in the malevolent hands of Soviets (aioedChina), and
Americans (aided by NATO, and United Nations).

Americans were haunted by the possibility of defaatpresident
Truman would later recall in his autobiography:

Communism was acting in Korea, just as Hitler,
Mussolini and the Japanese had ten, fifteen, and
twenty years earlier. | felt certain that if South
Korea was allowed to fall communist leaders
would be emboldened to override nations closer to
our own shore&®

Nevertheless, the fear that war in Korea could lagedo an
atomic war, or another world war, limited the cotgithere. Americans

42 Nitze, Paul. "United States Objectives and Progrémn National Security." 28 June 2009.
513ttp://WWW.state.qov/r/pajho/time/cwr/82209.htm

Ibid.
“ |bid.
5 Geographical positioning of the border betweenttN&iorea Democratic People's Republic
of Korea)and South KoreaRepublic of Korea)
% Truman, Harry S. The Autobiography of Harry S.ffian Ed. Robert H. Ferrell. New York:
University Press of Colorado, 1981. 218
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did not want to risk a major conflict with the Sets and China,
whereas Soviets also feared a conflict with Amerscand NATO

forces. With the changes in global leadership, rasnén left the Oval

Office in January, and Stalin died March 5, thed&sr War proved to be
a burden far too dreadful for Soviets, and Amercand an armistice
was signed in July 27, 1953.

3.3. AChange in The Office, Means a Change in THaountry

The world and we have passed the midway point
of a century of continuing challenge. We sense
with all our faculties that forces of good and evil
are massed and armed and opposed as rarely
before in history’

It is quite peculiar to think of the subsequentrgeaf World War
Il as the baby boomer days. While the American faimn lived a
moment of pure and unboujale de vivre their leader had to deal with
the responsibility of having a catastrophically grdt weapon at the
“distance” of an authorization. Nevertheless, theader’'s arch-enemy,
and consequently America’s arch-enemy, also hagahee bomb ready
for attack. The lives of the Americans, their freeq their happiness,
their joie de vivre everything was an instant away from vanishing int
oblivion, as a result of a nuclear blast. The Agens finally created a
bomb that was able to end all wars; nevertheless,are bound to
wonder — is it capable of ending any war that lmmroenced, or will it
be capable of ending all wars as a consequencewhd ended all
civilization?

With the end of the American nuclear monopoly, Warbnflicts
began a new phase. The fear that any conflict cgeitkrate an atomic
appocalypse made both empires avoid attacking e#udr directly,
while going for third world colonies, so they coukpread their
ideologies at the cost of hundreds of millions igflian casualities. This
new phase was marked by a constant struggle todlmlsivilian brain-
wash by both super-powers, portraying the enemyhasdevil, and
defeat as the end of civilization. If the globalmipance quest of

47 Bartleby Online“Eisenhower’s Inaugural Address.” 3 July 2009.
http://www.bartleby.com/124/pres54.html
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Soviets and Americans seemed bad enough alreadgn wiikita
Khrushchev assumed the Kremlin, and Dwight Eisernaive White-
House, the “bad” became insignificant next to wiias to come.

Even though Eisenhower cut back military spendipg bhird of
what it had been during the Truman administratienyas certainly the
president who turned war into a holy sacrifice Yeorld peace, and
freedom. In his inaugural address, Ike Eisenhoagrhe was known,
repeatedly says the word “God” while talking abAuotericans, or may
“God” help the Americans in the struggle they n@ed. From the start
of his presidency, Eisenhower made it clear thatvilorld was living a
tumultuous time, and it was the responsibility ofidricans to fight for a
decent, and free future.

This conflict strikes directly at the faith of our
fathers and the lives of our sons. No principle or
treasure that we hold, from the spiritual
knowledge of our free schools and churches to the
creative magic of free labor and capital, nothing
lies safely beyond the reach of this struggle.
Freedom is pitted against slavery; lightness
against the darfé

Coincidentally he was also the first presidentutharize military
mobilization without the approval of CongréSs.

The change in office created a new approach tawésckign
policies; if Americans were defenders of freedornithgisenhower they
became detainers of it, and he had but one misstonspread it. To be
the leader of the free-world meant to be respoadini the preservation
of its existence, for the safeind welfare of all the nations who wished
to join Americans. Just eleven years before asguithia presidency of
the most powerful nation of the world, Eisenhowad been Supreme
Commander of the Allies when they invaded Norwayd anow, as
president, just like back then in D-Day, he woulopsat nothing until
his mission was accomplished.

8 |bid.
4% U.S. Department of State Online“Eisenhower Doctrine.” 28 June 2009.
http://history.state.gov/milestones/1953-1960/HiseverDoctrine
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3.4 Global Dominance Race Begins

We must be ready to dare all for our country. For
history does not long entrust the care of freedom
to the weak or the timid. We must acquire

proficiency in defense and display stamina in
purpose. We must be willing, individually and as

a Nation, to accept whatever sacrifices may be
required of us’®

Throughout the decade of 1950 the world witnessed a
revolutionary uprising of countries seeking newrdsrof government,
after decades, or in some cases centuries, of iabfan. For Soviets
and Americans these uprisings presented themsab/gmssibilities to
enhance their empires by creating new alliancesweder strong
Soviets and Americans were, they needed all thesathey could get.
Through the covert of the CIA, Americans soughtdatain any country
which the CIA spies viewed as having a strong mafist élan that
challenged colonial governments; these countriee wigwed as pro-
Soviet, or as being communist funded.

Iran’s 1953 coup d’ état became the first globalefican crusade
in the forging of a new government, a pro-Westesmegnment. Even
though the Prime-Minister, Mohammed Mosaddeq, wamatratically
elected (and the United States claimed to be fightor democracy of
the free-world), when he nationalised Iran’s oihigh had been under
British control (Anglo-lIranian Oil Company), he inedliately became a
persona non grat&or the Western hemisphere, and it did not takehmu
time for Americans to sense the opportunity to exptneir oil market
into the Middle-East. Mosaddeq was deported, andva monarch was
put in power, Mohammed Reza Pahlevi, a somewhatoAamerican
puppet. Pahlevi would remain in power for the n2&tyears. which
must have passed terribly slowly for the Iraniame, as they saw
their most valuable resources being shipped alim#tk last drop.

The next year, 1954, made CIA concerns move altigtec to
American grounds — Central America. The influenoésocialism on

%  Bartleby Online “Eisenhower's Inaugural Address.” 3 July  2009.

http://www.bartleby.com/124/pres54.html
%1 The Iranian vengeance would eventually happen thighslamic Revolution of 1979, which
brought to power the conservative regime of AyatolRuhollah Khomeini.
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Jacobo Arbenz Guzméan, Guatemala’s presitfemade him a target for
CIA investigation, and his country a target for ld&rvention. Arbenz’s
social and political reforms, his unionization, dmd agrarian reforms,
directly affected American interests.Once more, as soon as an
economic factor was involved in any American insgrenilitary action
was soon to follow. Operation PBSUCCESSyhich began in 1953,
and ended in 1954, with a death toll in the hunsi@dthousands, made
Arbenz resign, in fear of his life, and the corfupét pro-American,
colonel Carlos Castillo Armas rise to power.

Still in the same year, 1954, the longest, and niysbded
American conflict began to shape itself — the \éetrwar. After a four-
month siege, on Maythé,l 1954, the French were forced to flee their
Vietnam colony, making its future uncertain, andyst of all, leaving it
in the hands of communist Ho Chi Minh. Soon aftdiplomatic
discussions, regarding the future of Vietnam, tplaice in Geneva, with
representatives from France, Vietnam, China, andedrStates. Two
agreements were made: First — a cease fire between Frenchvaetd
Minh, and a momentary split of Vietham in two, Noftvhere Ho Chi
Minh remained), and South (where the French remddiné the 17
parallel. Second — North and South would not madkanaes with any
foreign political party, and elections would happen1956 to join
Vietnam again.

Knowing that Ho Chi Minh would probably win the etions due
to his enormous popularity among Vietnamese peapld,fearing that
if Vietnam was to fall under Communism, other néigting countries
would too (domino theory), the United States redusesign the second
agreement, and decided to establish its own gowamhin the South,
under the rule of Ngo Dinh Diem. Still in 1954, anpreventive action,
the United States also fostered the creation oSth&heast Asia Treaty
Organization (SEATO), a somewhat Asian NATO. Mermsbef the
SEATO® would mutually combat the expansion of Communism i
Southeast Asia. Conflicts soon erupted between fanres, and Ho Chi

52 Democratically elected in 1950

%3 The United Fruit Company, which had share holdikesAllen Dulles, Head of CIA, owned
a lot of land in Guatemala, and was not the lealing/ to have one mile taken away, and
given to peasants.

% CIAs code-name for the coup. _ C.LA. Online 3 July 2009.
http://www.foia.cia.gov/browse_docs.asp

% U.S. Department of State OnlinéVietnam Diplomatic Relations.” 28 June 2009.
http://www.state.gov/r/pa/ho/time/lw/88114.htm

% United States, France, Great Britain, New Zealaagtralia, the Philippines, Thailand and
Pakistan
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Minh's army, and a cease fire would only come afteenty years of
horror.

The Soviets, concerned with the strong alliancesAmericans
were forming, i.e. NATO, and SEATO, decided alsortake one for
themselves. On May 14, 1955, the Soviets fostenedWarsaw Pact,
binding themselves with Albania, Poland, Czechaat@a, Hungary,
Bulgaria, Romania, and the German Democratic Reépufiast
Germany). Even though the Pact stated that therddwme communal
decision taking, and non-interference in interrffdies of members, the
Soviet Union controlled most of the decisions. Frémere on, any
aggression on a country that signed the Pact namaaggression on all
the countries of the Pact. The Pact also provitiedsmaller countries
with more economic and military aid; but renderégn as Soviet
satellite colonies.

The following year, Egyptian president, Gamal Abddasser,
made a pivotal decision for the Anglo-Arab fut¢hen Nasser signed
an arms deal with Czechoslovkia, and recognized @tenese
government in Beijing, the United States and Bmithacked out of
funding the Aswan DarY: Nasser immediately saw his budget a few
millions short. In a “tight rope” position, Nasseras “forced” to
nationalize the Suez Canal, which was controlledrtance and Britain.
In retaliation France and Britain made a secrearaite with Israel to
invade Egypt, and on October 29, 1956, Israelidsiavaded the Sinai.

Americans and Soviets, preferring a bystander iposibf non-
involvement, perhaps as not to jeopardize theitragposition, and to
profit through an alliance with anyone who came asia winner, called
for a cease-fire. As the diplomatic solution did settle the dispute,
Americans arrived in Egypt by mid-November backexhy special
United Nations forces. By December 22, France arithiB had been
completely evacuated from Egypt, and Israel, bydiat9 of the next
year, deteriorating future negotiations for yearsame. Americans also
deteriorated their relationship with former alli€&ance and Britain, but
gained a new, and much wanted alliance with Edyptiet's popularity
with the Middle East also grew, especially in Sykidnere they began
supplying arms.

Once more, in 1957, August presented itself as ciuellest
month for Americans as it marked the beginning ofeav era, a star
wars era. The Nazis had come very close to laugchive first

5" Which was designed to control the flooding watrshe Nile, to provide electricity, and
water to Egypt.
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intercontinental ballistic missile (ICBM), but thalefeat postponed the
launching for more than ten years. With the endhef third Reich,
German scientists were welcomed with much praisingboth sides
(American and Soviet). With the knowledge aid oiestists, Soviets
and Americans desperately rushed against each aheonquer the
skies. Then, for the misfortune of Americans, afarygof Soviets, on
August, 1957° the Soviets launched their first ICBM, leaving
Eisenhower and his fellow Americans an inch awamfrpanic. On
October 4, in another American defeat, Soviets medato launch
Sputnik, the first artificial satellite. For Ameans, to think that Soviets
had missiles capable of crossing oceans, and imagommunist
satellites roaming over their heads was to thinkbuabthe end of
civilization as they knew it. The first Americantsliite, Explorer, came
only in 1958.

On the Egyptian Crisis of 1956, President Eisenmdesred that
a Pan-Arab nationalism had been produced. This iggowationalism,
in turn, could lead to an Arab-Soviet connectiorhioh had already
happened in some cases — Syria, and Jordan — arid wmean the end
of the American Middle-East connection. In Januzfrthe coming year
Eisenhower announced his own doctrine, saying, gsioother things,
that: “a country could request American economgisaance and/or aid
from U.S. military forces if it was being threatengy armed aggression
from another state’® The first actual incursion of the Eisenhower
Doctrine happened almost a year after its impleat&mt, on July 15,
1958, with the Lebanon Crisis. The president of drein, Camille
Chamoun, requested American aid (which is an eupgmemfor
intervention) against internal political oppositiamhich he claimed, in
some cases, to be pro-communist, and linked withaSgnd Egypt.
Three months was all the Americans needed to demabmstheir
brilliant military tactics, and on Octobert??ohey had already fulfilled
their mission. Opposition was completely crushet],do ensure that
someone with a firmer grip assumed presidency, Adaes were able to
persuade Chamoun to resign, and nominate a mdebkusuccessor, a
Christian General named Fuad Chehab. The Doctrifirss mission
proved to be quite successful.

%8 Lackey, Douglas P. Moral Principles and Nucleampmns Totowa, New Jersey: Rowman
& Allanheld, 1984. 49.

% U.S. Department of State Online“Eisenhower Doctrine.” 28 June 2009.
http://history.state.gov/milestones/1953-1960/HigeverDoctrine
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However, America’'s success was brief, as 1959 rbegaan
unusual form for most Cubans. On January 1, withoat all major
Cuban cities already under control of the guerfiMovimiento 26 de
Julio” (M-26-J), after receiving the news that thiy of Santa Clara had
been invaded, President Fulgencio Batista fled tfee Dominican
Republic. The following morning, Ernesto Guevarayd aCamilo
Cienfuegos, followed by their armed revolutionagymemrades, entered
Havana in a quite relaxed position, after Colonebigo — military in
command after Fulgencio’s flight — surrendered ¢heital. For most
Cubans the revolution was a true liberation, anccdmmanders were
greeted by jubilant bystanders; but for Americarmmeant the loss of a
puppet, which was substituted for an unfriendlyciferous, bearded
maniac.

On his last year in Office, 1960, Eisenhower whallanged by
yet another heavy burden: Soviets shot down an isaretJ-2 spyplane
that was flying over Soviet controlled airspacenc8i 1955 Eisenhower
had been trying to implement an “open skies planwhich each
country would be permitted to make overflights lné bther to conduct
mutual aerial inspections of nuclear facilities dadnchpads® but
Khrushchev permanently turned the offer down, amdsibns went
soaring to the skies. Eisenhower envisioned hisflgghits program as a
necessary aid of a defensive mechanism Americane feeced to
develop, and maintain, as a consequence of Khrestehepeated
denial of the “open skies” program. On May 1, 19B8@yerican U-2
pilot, Gary Powers was shot down, and captured oviess.
Negotiations towards a peaceful agreement seemgod twowhere, as
Khrushchev demanded Eisenhower’s appology for e iacident,
whereas Eisenhower demanded an “open skies” progmachunder no
circumstances would he apologize for keeping hignty safe. The
final agreement would only come with the Kennedsauilstration.

Kennedy, the youngest man to take office, and gesnto die on
duty, began his term under considerable pressuee. niét with
Khrushchev in Vienna, in the North-hemisphere sumohéd 961, but no
consensus was reached. Even worse, Khrushchewagaswe ultimatum,
with the same directions as the 1958 one, sayiaghttd demanded that
the Western powers (namely United States, Franw,Great Britain)
left West Berlin within six months. Kennedy’s regge was to increase
West Berlin’s garrison, turning it into a bastid¢hrushchev’'s response

% U.S. Department of State Online“Open Skies Plan.” 27 June 2009.
http://history.state.gov/milestones/1953-1960/HiseverDoctrine
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came on August 3, 1961, when Berliners awoke td fimeir city’'s
geography altered. A barbed wire fence divideddhst part from the
west part, and it soon became the second most tamall of the world.

Not a year after the erection of the Berlin Wallresident
Kennedy was faced with perhaps the most criticamemt of his
presidential career: Cuban Missile Crisis. Still 1961, Kennedy
authorized the invasion of Cuba by Cuban exile® ®peration lasted
only two days, and became one of Kennedy's bigdettires. In
November of the same year, stiletermined to rid Cuba of Castro,
Kennedy approved the Operation Mongoose, a plastata a rebellion
within Cuba, backed up by the United States. WHennedy's
administration planned the operation, Soviets slgcratroduced
medium-range nuclear missiles into Cuba. On Octdl#er1962, the
secret was finally unveiled, as the first proof eged; a surveillance U-
2 flight over Cuba took pictures of the medium-ratgllistic missiles.
“Exactly how close the United States and the Soldeion came to
nuclear war over Cuba remains one of the most kesiatussed issues
of the cold war® It was then, after 14 days which seemed nevendo e
that Khrushchev miraculously accepted to remove rtiigsiles from
Cuba, so long as the United States, in return, vechaheirs from
Turkey, which they did after a few months.

Just as the world’s doom seemed to get an inctecleveryday,
and more nations started exploding their own bontiks, France in
1960, and China appearing close to blowing up tfiest in the same
year, the United States, Great Britain, and theiggdynion became
concerned about nuclear escalation, and talks bedgaut a moratorium.
The only problem was how Americans, English, ori&swould be sure
that the enemy was not just pretending to be oroetorium, waiting
for the precise moment to attack. While Americang English wanted
the United Nations to do on-site inspections, Ssvietoed the idea,
claiming that on-site inspection would only be amekican covert spy
operation. When no agreement seemed possible, antifici
breakthrough presented to the world the answendmticlear problem,
explosions on the surface, or underground provdxtequally effective
for scientific research. Finally, in 1963, the Lied Test ban Treaty was
signed by the United States, the Soviet Union, @neat Britain; from
there on, all surface, underwater, and sky exphssiwere prohibited.

®1 U.S. Department of State Onlirf@he Bay of Pigs and Cuban Missile Crisis.” 2&1d2009.
http://history.state.gov/milestones/1953-1960/HigsverDoctrine
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As Kennedy was commemorating 1000 days in offiCeil
Rights, Nuclear holocaust, and communist threaexpectedly became
the least of problems to him. His death made 1%&4 sff on the wrong
foot, as a mourning America, which had hoped forighter future, lost
their leader. Vice-President Lyndon Baines Johnseh¢ had been
actively involved with Civil Rights problems and tidmal affairs,
brusquely found himself with an immediate Interoa#l threat that
reeked of Communism, as he assumed the presidbney.telegram
from the Ambassador to Brazil, Lincoln Gordon, e tDepartment of
the State, dated from March 28, 1964, Gordon says:

My considered conclusion is that Goulart is now irdtfly
engaged on campaign to seize dictatorial powerepting the
active collaboration of the Brazilian Communist Barand of
other radical left revolutionaries to this end. i kvere to succeed
it is more than likely that Brazil would come undéuill
Communist control. We are meanwhile undertaking
complementary measures with our available resoutceselp
strengthen resistance forces.

It reflects the joint conclusions of the top Emlyastmff based on
a long chain of actions and intelligence informatiavhich
convince us that there is a real and present dange&lemocracy
and freedom in Brazil which could carry this enotamation
into the Communist canfp.

Three days later, Johnson, in a telephone convansatith
Under Secretary of State, George Ball, and AsdiSaoretary of State
for Inter-American Affairs, Thomas C. Mann, alredthd a solution for
Goulart’s Brazil: “I think we ought to take everiep that we can, be
prepared to do everything that we need to do, fisstwe were in
Panama, if that is at all feasib/® The next morning, Brazilians woke
up to hear the most sickening, and frightening Apdol's Day joke
ever, which turned out to be true, and never endintorry, your
government has been overthrown by the military.”

62 .S. Department of State Onlif®Memorandum From the Ambassador to Brazil (Gojdon
to President Kennedy.” 29 June 2009. http://histbaye.gov/historicaldocuments/frus1961-
63v12/d235

6 U.S. Department of State Onlirf@elephone Conversation Among Under Secretar$tate
(Ball), The Assistant Secretary of State For Itarerican Relations (Mann), and President
Johnson.” 29 June 2009. http://history.state.gstéhicaldocuments/frus1964-68v31/d199
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CHAPTER IV

Ginsberg’'s Beat: The Birth of Engageé Counterdture
4.1 The Dawn of a New Movement: Personal Revolution

Your Honor, years ago | recognized my kinship
with all living beings, and | made up my mind that

| was not one bit better than the meanest on earth.
| said then, and | say now, that while there is a
lower class, | am in it, and while there is a
criminal element | am of it, and while there is a
soul in prison, | am not free. (“Statement to the
Court” by Eugene Debs, September 8, 1918)

Everyday life in the 1950s was political and daogerif you
were not thinking about joining the circus showtthas being put on
for the general audience to make everyone forgetagpalling truth
behind all the mind-numbness, all the dazzling nkgints, the fishtail
caddys, the air-conditioned lives. In the midsalbthis, some displaced
individuals began to mingle under a mutual, yedrsied call, that urged
them to say “rather than love, than money, tharefagive me truth®*
because they knew that the unveiled United Statesiated to the war
tentacles reaching all over the globe. They knesvtthth behind the
American Dream, which guaranteed that all your 1esrwould seize to
exist, all your desires would be satisfied, as thithe most glorious of
days we live in; but what about the cost? That m&aser disclosed. The
cost was the monstrous military build-up, which roge the way for the
military intervention-colonization of Asia, and lmtAmerica. The
killing, the bombing, the napalm, the brutal diotahips, the body
hacking, and slaughter of hundreds of thousandddnaways remain
untold, hidden, masked.

Yet, concomitantly with the American military-indrial complex
mentality of the 1950's, there co-existed a diffeénmentality, one much
more peaceful, friendly, kind, and loving. This ethmentality was
rapidly spreading among many Americans, who dapeask questions

® Thoreau, Henry David. Walden and Civil Disobedinblew York: Barnes & Noble
Classics, 2003. 258.
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that could not be asked, neither answered. Why ket to accept all
this global nuclear armament, if | am completelniagt it? Has there
not been enough bloodshed already? These “subg&isimericans, as
they were known at the time, were prepared to stwtheir neighbor

Americans, as well as the rest of the world, thatrtpersonal was also,
and always, political. These “subversive” Americamsre not quite

ready to accept a new life style of constant deatbats by nuclear
holocaust. Trickling together slowly, they formeahumunities ready to
protest, teach, preach, criticize and change fedow Americans, and

world citizens.

This Postwar radicalism that emerged after Worlak W was a
‘personalist’ radicalisf?® A political personalism formed by a
“combination of Catholic social thought, communiar anarchism,
radical pacifism, and humanistic psycholo88."The people that
belonged to this “creed” fought stubbornly agaimkat they believed to
be an irrational, and unthought way of life; why &e belicous, so
cautious, so antagonizing, and defensive, at miks$P? They could not
abide to the world which their leader created f@m, they could not
hate their leader’s enemy, and they could not,vemald not, participate
in their leader’s delusion of grandeur. Their uliter goal was to live in
a world where people would be able to walk handhand with each
other, with no hatred, war, or lies. These radigasted to “change the
politics of culture by a culture of politic§”

The Catholic social thought that permeated thedmiaf these
subversive Americans was deeply rooted in the wedi@hrist, creating
a kind of communitarian spirituality. With the gring fear culture that
President ke gradually fostered, Americans begaget terrified even
of themselves. However, for the personalist radicalive in fear meant
to live in an absence of thinking, in disharmonyhwhe word of Christ.
If you love someone, why fear him or her? If peogtigrt fearing even
their neighbor, in such a paranoia state, hatrechat they slowly begin
to develop towards society. But that was an outfage¢he personalist
radical, who would much rather live in a peacefoincunity. These
radicals saw communities as a living organism shauld be nourished,
loved, and cared for. If people, all people, areations of God, with
inherited human diginity, should they not be trdati&kewise? The

 Farell, James Jrhe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 6
66 B
Ibid.
7 Ibid. 17.
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beloved community lived accordingly to the wordGtirist, seeing all
people as brothers, and sisters (agape), and |lalingeople in a truly
universal form (caritas).

Inspired by the Christian hospices of the mediegds, and the
communist-backed labor organization, InternatioMébrkers of the
World (IWW), everyone in the beloved community was active
member of society, working for each other, and Godyhat could be
described as “do for yourself, as you would foreoghi’ “[M]an is more
than an individual with individual rights, he isperson with duties
toward God, himself, and his fellow man. As a pers@n cannot serve
God without serving the Common Godd.Each and every individual
had to be actively involved in the well-being of tiouse, community,
and country. Each and every individual should stiio be “useful to
people to whom it is easy to do good, and who ateaocustomed to
have it done to thenf® Communitarian anarchism sought to make
people become aware that if they really wanteith@y could change the
country. Nevertheless, for any change to happewesictvolvement was
necessary.

Active involvement was part of a daily routine tbe personalist
radical. Inspired by the Mutual-Aid concept of Szvanarchist Pyotr
Kropotkin,© Gandhi's Satyagrahd, and Thoreau’s “Civil
Disobedience,* this personalist radical was ready to endure wist
necessary, for the collective goodness. Kropot&andhi, and Thoreau
were all willing to live a truthful life in peacend cooperation, rather
than the social lie their fellow contrymen livedinded, perhaps, by
what Blake called “satanic dark mill&*which had polluted men’s soul

% Geoffrey B. Gneuhs, “Peter Maurin’s Personalistriberacy,” A Revolution of the Heart
Ed. Patrick G. Coy. Philadelphia: Temple Univers$tess. 1988. 50.

% Nicolayevich, Leo Tolstoy, Family HappinesErans. Holy Goddard Jones. New York,
HarperCollins, 2009. 93.

" who disagreed with the idea of Mutual-Strugglejolirsaw in war a condition of progress.
Kropotkin believed that if life was to be successfuvas necessary for people to aid each
other wherever, and whenever, necessary.

"Gandhi’s nonviolence resistance philosophy, whiehdeveloped during his struggle for
India’s independence, which sought “to win over rethe most hard-hearted of enemies
through love.” Mandal, Sarvodaya. “Speech at Anandl7 August 2009.
http://www.mkgandhi.org/civil_dis/civil_dis.htm

2 An essay published in 1849. It was written almiosits entirety in prison, after Thoreau
neglected to pay taxes that would end up suppottiegMexican War, (1846-1848) in which
the United States fought against Mexico, and wdterAhe war, the territory known today as
Texas, which belonged to Mexico, became an Ameritate.

® From poem “Jerusalem” (1804) which criticizes tthegn iniciating, industrial revolution.
The Concise Oxford Chronology of English Literatugel. Cox, Michael. New York: Oxford
University Press, 2004. 289.
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and now controlled its will. For the personalistical of the 1950s,
political resistance was not utopian, it was a asitg Yet the times
were very different from the sixties hippie who kbtholler out

“peace!” in Pennsylvania Avenue, 1600, Washingto@.Pand get away
with it. In the fifties, this political resistancéhis radical pacifism of
non-violent, non-involvement practices, was a symon of

Communism.

The United States in the 1950s were Iivinég the Imeiof its
“Christian realism,” where General Omar Bradley'seasoning of
“peace by the accumulation of peril” was the noifo. think about
living in peace meant to think about nuclear detace, meant to think
about annihilating the communist threat, becausg thien would there
be world peace; after all, one of the mottoes vimettér dead than red.”
To think that, after a colossal world war, worldders would still want
war, seems dull; however, as Charles Wright Miltete, “[e]verywhere
in the overdeveloped world, the means of authaaityl of violence
become total in scope and bureaucratic in foft®Ptesident Ik& was a
master in the art of portraying the Soviets as“thal ones,” and the
Americans as the supporters-providers of peacecgdiberty, equality,
and freedom. But to spread this throughout the dy@&tcording to lke,
the United States had to intervene, through any desmed necessary.
Radical pacifism was regarded as inappropriate,it asould only
strenghthen Communism by making it seem that Araascwere
willing to lay down their arms. The paranoia be¢mgrow

Nuclear civil defense drills were happening naticde, where
people were required to run towards shelters irergactment of what
should be done when a nuclear explosion happené@. grim
institutional videos of these drills show civiliabh&ing conducted by
military personel; everyone wears a face of feabauy, not even the
military personel, seems to understand exactly vidhgoing on. This
brutish reality might seem unreal for most of usvnbut back then it
was accepted as necessary, and no questions oewdklked. The end
was always near, and the future was ever so umteeizeryday people
were reminded that the Soviets were planning tdraggthe United
States, and that all real and patriotic Americaegded to combat
Communism in every way.

™ Appointed by Truman as General of the Army, ontSmper 22, 1950.

s Wright Mills, Charles, The Sociological ImaginaticPortland: Lewis and Clark University
Press, 2000. 19 August 2009. http://legacy.|claii-egoldman/socimagination.html

8 Who managed to make congress approve the addifithe phrase “under God” to the
Pledge of Allegiance in 1955, and “In God We Trusttoins in 1956.
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In the 1950s, the United States industrializatioared to the sky,
bringing the buildings of the rich company ownelsng with it. The
country’s prime concern was military, as peopleavaecoming ever so
individualistic. Technocratic suits dressed menhwib souls, whose
unbridled consumerism numbed their repetitive mm#jowhich most
called job. The massive urbanization rapidly madkiams of people
leave their homes in the country in search of &ebébmorrow in the
concrete jungle. However, enslaving oneself in otdepay for one’s
daily ration seemed only to be a step backwardisne. The promise of
a better tomorrow never came true, and the millidvad flooded onto
the streets, from the distant"™8oor onwards, seemed to be not much
more than sheep or cattle passind bjo reinforce this new mentality
of “your buck is your best friend,” and “businessbusiness,” “schools
and sports reinforced the competitive individualigi the business
culture.”®

While the majority of Americans were living a lilentered more
and more on the functions of people, their soda$¢sand orientation,
and had a strong contempt for the poor and differde so called
“subversive” Americans preferred to live a humdaisife centered on
personhood, feelings, life, and well-being. In 1850s, the height of the
American Dream, McCarthyisth spread rapidly, and large public
coalitions were formed which went against, amongjsér things, social
welfare provisions, and the reduction of socialqumities, because
these activities and programs were viewed as bmngnunist-oriented.
However, personalist radicals decried this pathctviiimerican society
gradually began to trail, a path of fear, and lhtwhich sought to
exclude all abnormalities in the likeness of théaArpursuit of Hitler.
These radicals believed that all people were cdeateequals, no one
was “more equal” than anyone.

But this humanistic approach to life of the perdishaadical was
deemed improper by the majority of Americans, doeMcCarthy's
constant accusations that Communism was a threafnmerican
integrity, and morality. To be too concerned whhb poor, to the point of
wanting social reforms, meant that you were a thtedhe traditional
American family, the social organization, and dtgbiof the United

" As Charles Chaplin showed us in the begginingsfilm Modern Time$1936)

8 Melville, Keith. Communes in the Counterculturerighs, Theories, Styles of LifeNew
York: William Morrow, 1972. 27.

™ A political movement that began in the late 1940w lasted until the late 1950s, whose
name was inspired by Senator Joseph McCarthy. @eNaCarthy was famous for making
unproven accusations of disloyalty, Un-Americarivitegs, subversion, and treason.
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States. To oppose war meant that you were notad’ “@hristian®® for
the “real” Christian was a loyal Christian who knéwhad a duty to
God, and, as the government would repeatedly st&ed’s mission
was also the American missiof."That mission was the war against
Communism, which was a just and necessary war,useckeedom,
equality, and justice had to prevail throughout Wald — a war for
peace.

Senator Edward Martin managed to epitomize thetifieation
which Americans had with God, and the necessityarf when he said:
“Americans must move forward with the atomic bomtone hand and
the cross in the othef® Nevertheless, in spite of all this opposition,
defeat or giving-up was out of the question for pegsonalist radical,
who had duties with God, such as to struggle facpehrough peaceful
ways, and for the end of famine, war, social inditjgs, and racial
prejudice of any form. Many were put in jail, mamgere beaten-up,
many were silenced by the empowering barks of teer@n-shepherds,
but many persisted. The personalist radical waslyre endure
everything, the path was going to be the less leaviy, but in the end
it would make all the difference.

4.2 Conceiving a Culture of Radicalisms

The Communitarian Revolution

Is basically

A personal revolution.

It starts with I,

Not with They.

One | plus one |

Makes two I's

And two I's make We.

We is a community,

While “they” is a crowd.(15-24)

8 As evangelist Billy Graham, religious consultarft many American presidents of the
twentieth century, would frequently say in his flamg speeches. He said that Christians
could participate in war and not be personally ocesgble.

81 Farell, James Jrhe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 40.

82 Whitfield, Stephen J. The Culture of the Cold WBaltimore: John Hopkins University
Press, 1991. 87.

8  ZzZwick, Mark. “Peter Maurin's Easy Essays.” 29 Asgu 2009.
http://www.cjd.org/paper/essays.html
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If the birth of the engageé counterculture is tateslited to Allen
Ginsberg, and the beats, it was certainly concelwgdorothy Day,
Thomas Merton, and Peter Maurin, some years b&orsberg became
known worldwide as the author of the epic poem “HowAs spiritual
and intellectual leaders of the personalist radjcBlay, Merton, and
Maurin managed to carry within themselves the essenthe here and
now revolution that would change an entire countityeir speeches,
sermons, writings, and lives were the initial sgaok the monumental
fire that would begin later on with Allen Ginsbemnd the beats. For
any social organization to succeed it must havethivgs: be built upon
truth, and love for the cause, and it must be gliole people with the
highest courage, and wisdom, who are always willimg fight
stubbornly against all opposition. Day, Merton, afdurin were the
best, and brightest leaders the personalist radicalld have.

Dorothy Day was all but an average American womérher
time. She was the fierce warrior of the trio. Dayréred the religious
radicalisms of John of the Cross, and Teresa ofaAdonsiderecto-
founders of the Discalced CarmelifésUnwilling to accept the social
norm, in which women were expected to stay home take care of the
children and the house, Day worked as organizersenucashier,
reporter, and in many other jobs before she unoiedsher true calling.
Together with French socialist-anarchist, Peter fitalDay founded the
Catholic Worker movement, and journal. The Catholdorker
movement was a pacifist movement which fought ajaioverty, social
inequality, and war. Day managed to devote herftifethis cause, and
ask for nothing in return. She fought through alblwn manners, like
protests, printing th€atholic Workef* helping create and maintain the
Houses of Hospitalit}? and Agronomic Universitie¥, giving speeches
and traveling around the world to promote peacgy,.smd love.

84 A Catholic mendicant order.

% A newspaper which she edited from 1933 (the yeams founded) until 1980 (the year she
died). TheCatholic Workerwas a journal devoted to spread the word of thre had now
revolution, promoting social justice, as it wenatdeon against the military-industrial complex
reality of the 1950s United States. TWerkerwas the best way for Day and Maurin to spread
their Catholic social thoughts, and actions.

8 Another Day-Maurin creation. The Houses of Hodjjtavere sanctuary-like shelters that
voluntarily fed and housed the poor. They stillsexoday all over the world.

87 “Communitarian farms, where body and mind couldebercised for the glory of God.”
Farell, James Jhe Spirit of The Sixties: Making Post War Radisali New York: Routledge
Publishing. 1997. 35. They emphasized the impoetafi@an agrarian life, as a response to the
growing urban-industrialization that was happerafigover America. In these farms everyone
helped, men and women shared the same tasks. stithexist today.
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Alongside Day on all her struggles was Peter Mauairrrench
intellectual, peasant by choice, antimodernist, Wwhleved that the true
Christian values of love and brotherhood were beggaced by the
worship of money. The poet of the trio, Maurin wasponsible for
bringing Russian anarchist texts, like Peter Krkjmd “Mutual-Aid: A
Factor of Evolution® and “Fields, Factories, and Workshdisivhich
would resonate in Dorothy's work futurely, like thEouses of
Hospitality. Maurin, an admirer of St. Francis oéslsi, lived a life of
devoted work towards the community. He always misideends be in
agreement with his means for social change. In @eso which
increasingly saw its individuals as disconnecteithdse Maurin argued
that society is a reflection of the individualsttcampose it. We should
measure our progress not by looking at the wedithations, but by
looking at their poverty. Maurin saw all people iaslividuals, and
equals, with God-inherited dignity and rights. Vieey individual would
step up and take part in the functioning of the mamities, not with
profit in mind, but for the greater good, it woldd best for the state, the
country, and the world. For Maurin, people havéraa influence in the
society and world they live in.

Both Day and Maurin were deeply influenced by therks and
life of Thomas Merton. Even though he was a sostoafnger brother to
Day and Maurin — being 18 years younger than Dag 38 years
younger than Maurin, Merton more than once becdmewise older
brother, when Maurin or Day went to see him in skeaf advice and
support at the Abbey of Gethsemani, where he lased monk. Merton
was one of the pioneers of interfaith dialogs, tuelied, published, and
met with individuals like Nhat Hanlf, the Dalai Lama, and
D.T.Suzuki®* His concerns were not on poverty, and social ckang
inasmuch as they were on the atomic bomb. Mertasglyy did not go
full throttle against the “just war” theory, knovgrihat that would cause
a much undesired turmoil with people he saw asilplesallies, such as
Reinhold Niebuh?? and the Catholic Church. Instead, he preferred to
establish a peaceful and understanding dialoguk ithié “enemy” —
such as Suzuki (Japanese) or Hanh (Viethameseth-nwifear or hate.
He was a somewhat religious diplomat, who couldsitathrough all

8 Previously mentioned.

89 A book which talks about local organization anddarction, of agrarian peasants. It suggests
the necessity of a return to the life in the countr

9 Vietnamese Zen-Buddhist monk, poet, activist, ariter.

9 Japanese thinker, philosopher, and writer of dedp Shinshu, and Buddhism.

92 Prominent American Theologian, and contributathi® ‘just war’ theory.
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structures of life, with diplomatic immunity, antlliscaptivate all sides
by his good spirit. He was the spiritual force lud trio.

Day, Maurin, and Merton were true inspirers of whatame
known as the engageé counterculture of the 196@s, decades in
advance. Their ideals of love, personal involvemeadical pacifism,
and teachings to make people re-discover themselges cornerstones
for the sixties’ movements and spirit. However,tlas “fear” culture,
giant corporations, and the industrial urbanizatidrcities grew at a
devilishly rapid pace during the 1950s, Day, Mauend Merton were
faced with challenges that became harder and haodevercome.
McCarthysm was at the height of its popularity. tatk about peace,
social equality, anarchism, or the likes, meant §fwu were either a
communist, or had some involvement with the comstuparty. As for
the American population, because they were livihgirt economic
glorious golden age, with the economy rising wit tnorning sun each
day a little bit higher, they were perfectly willjnto abide to their
leaders’ terms and demands. When perspectives desmhat all good,
Day’s, Maurin’s, and Merton’s radical movement wasddenly re-
enforced, as the sparkling re-birth of the phoebixan errant bard that
was absolutelg/ ready to “sound his barbaric yawgr dlre roof tops of
the world"(4)?

4.3 The Cradle of the Beats

America I've given you all and now I'm nothing.
America two dollars and twenty-seven cents
January 17, 1956.

| can’'t stand my own mind.

America when will we end the human war?

Go fuck yourself with your atom bonib(1-6)

The Catholic Workers — Day, Maurin, and Merton 4 &éme beats
had a lot in commmon. Their lives and works chakahthe oppresive
reality they lived in, they were outsiders and nvaats of society, and
they struggled head-on against all forms of sedi@ga— racial, social,

% Whitman, Walt. “My Barbaric Yawp.” American Versgom Colonial Days to the Present
Ed. Williams, Oscar. New York: Washington Pres§3.%37.

% Ginsberg, Allen. Howl and other poemd" ed. Ed. Lawrence Ferlinghetti and Nancy J.
Peters. San Francisco: City Lights Bookstore, 1392.
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economic, and political. Even though their beliafed behavior were
sometimes disparate, their ultimate goal was timeesanay we live in
peace, joy, and trust, before we turn to ashes dust — Ohm,
Hallelujah. The Catholic Workers assumed a traditip strong and
arduous religious approach to life, and condemrieal hedonistic
fixation of the beats, and the secular beats d#dhe eternal sorrow,
and need of forgiveness of the Catholic Workerg; that was only
superficial.

The Catholic Workers were heavily concerned withcico
economic factors; their major struggle was agasustal inequalities,
social injustice, poverty, and famine. The beatswdver, were
concerned with a different problem they saw beydhdmselves:
freedom of the individual, and freedom of speedte Tatholic Workers
lived a sanctifying life beyond criticism, and h#tht on their behalf,
while some of the beats, on the contrary, led psouus, libertine, and
heretic homosexual lives. The Catholic Workers miglave been
“saints” when compared to the beats, but both wsarkéng through the
same tempestuous sea of oppositions, and manageaeitoome many
obstacles. If Dorothy Day was the “flag bearerited Catholic Workers,
Allen Ginsberg was that of the beats; Day startexléngageé culture,
Ginsberg the engageé counterculture.

Columbia University was the ground zero of the e@he cold
Christmas holiday of 1943, which Ginsberg thoughtould spend all
by himself in the solitary seminary dorm, turned tw be quite the
opposite. From the other end of the corridor whgiresberg lived came
the sound of Brahm’s Trio no. 1. Ginsberg follovilkd notes to the door
where it came from, he opened it, without knockiagd introduced
himself to the blonde boy that there lied. As itnted out, the boy was
Lucien Carr, and their first encounter became tbendation of a
friendship which would last until Ginsberg's deatbarr was a year
older than Ginsberg, and much more experienceifleimiatters. It was
through Carr that Ginsberg met the people that wvoblnge the course
of his life: Jack Kerouac, and William Seward Bugbs: the former,
soul personification of the beats, the later, mento

While the Catholic Workers opposed the massificatib people,
which the Government was eager to do, the beatssegjpthe cold and
impersonal literary approach of New Critics. Astens, the beats faced
the publishing industry, which was then completelyntrolled and
dominated by New Criticism. The writing professidmd been
developed into a kind of science, pure mathematiozaetimes, when
referring to rhyme and metrics of poems; ThomasnSt&liot, and Ezra
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Pound were the “cream of the crop.” Cultural sigaifice, reader’s
response, and author’s life are to be totally disexl when one is to
consider the New Criticism approach to any textawhtonsiders the
text in isolation, to be analyzed through a thotoutpse reading. This
“academic” approach to literature practiced in theited States after
World War Il was also what publishers had in mindew looking for
authors to publish. The literature industry at thiate was a very
selective “club” where only few people were adndiftand “perfection
was basic® The poets, writers, and critics that can be idiedtiwith
the New Criticism are all very distinguished indivals, highly
educated, bourgeois and aristocratic.

The beats were apt and willing to be an oppasitio challenge
the New Criticism view of literature, trying to shathem there will
always be other forms of writing, and that the er'# life alone was
already art. For the beats, life was to be livethfullest, at full blast,
and their writing, which sprouted directly from ihéfe, was a vivid
example of that. Ginsberg's, Kerouac’s, and Burh@ugwvorks, for
example, were direct reflections of themselves,cas be seen in
“Howl,” “Junkie,” and “On the Road® Keeping in mind that all this
was happening right in the middle of all the 195@ar marshall
reactionaries, blood-thirsty Bakersville devilistoumds who would
flagellate any sort of opposition, until it becaraelifeless abjection
sprawled all over the floor.

The beats decided to live different lives, they tedndifferent
“kicks” from the ordinary “whisky after coming honfeom a long and
hard-working day,” they did not fear exposure te public, and they did
what others condemned with envious eyes. Theyddrit new form of
“bomb,” even more powerful than the totemic atonmbo a social
“bomb” that would expand consciousness, make lggoes and people
become aware of themselves, as well as it wouldlthex new spirit of
poetic creation. The white bourgeois-aristocratitage of the New
Criticism is very important to keep in mind when Ve®k upon the
beats, and their origin. Among writers which aresidered to be beat
writers, there are: LeRoi Jones, black, Neal Cassamh of a homeless
drunk father, and Gregory Corso, ex-con man. It \thaes first time that
the anti-bourgeois artistic rebellions were notdeeh exclusively by

% As William Carlos Williams reminded Ginsberg in @ncounter they had. In Morgan, Bill. |
Celebrate Myself New York: Penguin Books. 2006. 127.

% The first, viewed as pornografic, and indecere,sbcond, a book about the habits and life of
a Junkie — the author — and the third, the wrigiginit of the movement. All three have excerpts
of explicitt use of drugs, of sex, and improperéear for the time.
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bourgeois or aristocrat§”

The beats were countercultural by excellence, malgiand
outcasts by nature. The Catholic Workers gave #rwsgmal political
visibility, while the beats made poetry go backilte masses, and the
masses return to poetry readings. A similar coldhaaisized approach
to life of General lke and the likings, that thetl@dic Workers fought
against, the beats faced, when confronting theeamadscientific realm
that literature was in. Neal Cassady’s thirteensfamd word letter to
Kerouac?® which was to change “Kerouac’s and Ginsberg’s otbf
writing and herald [...] a new form in American ligture,®® would
probably be instantly dismissed by a Formalismiccrithe letter was
composed with speed, intense vigorous energy, denflash-backs to
the past, only to come back to the present in #messentencat is
interesting, dazzling, and brilliantbut much too pedestrian for
conservative eyes. If the letter had been publidtethe time it was
written, it probably would have been massacred bgtroritics, but for
Ginsberg, and Kerouac, it was a dynamo.

4.4 Ginsberg's Beat: The Birth of Engageé Counterdture

| saw the best minds of my generation destroyed
by madness (1f°

The 1955 reading at the Six Gallery, the first puptesentation
of “Howl,” was but the first glimpse the world hafithe beats, for their
birth cannot be traced to any specific happening,ablong continuum
of happenings which changed their lives, and woilke beats, as in
any other movement, were people united under sowriewarennial
ideas, and trailed the “same” path. But the beadsthe people in all
other movements, were different from one anothéferdnt to a point
where ideas and headings even clashed. Stylisticth# beats are also
very different from one another, but when we lotlkeat literature the
context of the writing — social, cultural, biogragdd — must be
considered. Most beats wrote about, and wantedséme thing —

9 Willer, Claudio._Geracdo BedPorto Alegre: L&PM. 2009. 21. Author’s transtati

% Talking about a love affair he had with Joan Asder

% Morgan, Bill. 1 Celebrate MyselfNew York: Penguin Books. 2006. 132.

1 Ginsberg, Allen, Howl and other poen#d" ed. Ed. Lawrence Ferlinghetti and Nancy J.
Peters. San Francisco: City Lights Bookstore, 1992.
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freedom of the individual through a socio-cultualolution.

The same military industrial complex’ society whitte Catholic
Workers resisted to, the beats faced with theifgm® behavior and
writing. Whereas the Catholic Workers struggled igfa Social
injustice, the beats fought for individual libergnd, as said before, to
live a life of resistance to what the great masthef‘American Dream”
was living was something overwhelming and exaustigcially, the
beats were struggling against quite a powerful oppt a bellicose
mother land. Their writings, behavior, and life $yotized exactly what
military industrial mentality despised and loathted most: subversion,
erratic behavior, and profanity. The beats wereeessgnification of
everything the “real” American citizen should despiThey dressed like
a hobo, with second-hand army and beat up clothey, behaved like
mad men, they cursed, swore, and “jive-talked” ttxe common street-
man, and some even had the “commy-rusky” beard, @knsberg. The
beats were hell on earth for the average American.

The cultural context of the beat movement was wigpificant.
The beats had a unique ability of bringing literatto the masses. They
managed to take an art form that had been “acadmdicto a
sacrosanct state, and reinvent it, so that the gmal’ part of society
could enjoy it. The beats gathered at coffee-hgydases frequented by
all sorts of people, where you could be yourseif] &eel free. In the
coffee-houses spread all over the United Statéisfsawould gather to
talk, read poetryf/),)l and hear jazz. Jazz musicians from the time, like
Charlie Parker, Thelonious Monk, and others, wesgiining to
improvise more and more with their instrumentsyiplg much more on
feeling, than anything else. This was the coffeaseoatmosphere, the
“trance like” places that Kerouac spoke so muchuaboOn the Road
where you could see people jumping up and dowreltiod ‘yeahs’ and
‘come ons,’ while the musicians would incite eatheo to play at their
very best. In this seemingly free place, where @ghiblacks, rich and
poor would gather under one roof to have a gooe,twas where the
first beat poetry readings to the ‘masses’ wergphamg. A culture of
improvisation — which began with music and laterspmead to poetry
improvisation — was slowly uniting all these diffet individuals with
the purpose of having one night of good music, gomaversation, and
poetry recitals; it was freedom, and sadf8rin a small regular kind of
bar.

101 A part of these poets began to sing their potiky,Bob Dylan, and Joan Baez.
192 Buddhist awakening.
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Finally, there is also the biographical contexttloé beats. It is
very important to point out the extraordinary lifeat most beats led: a
life of countless philosophical debates, poetrydimegs, jazz music,
intense drinking binges, mad whaling over tablésdiuwine bottles, in
the likings of Rimbaud, surrealistic experiencesluced by drugs,
inspired by Baudelaire, Byron, and Huxley, and @aations that were
everything but dull and normal day-to-day, yawnaagversations. They
were characters of themselves. They belonged tavirll of writers,
artists, thinkers, the mad ones. Slowly and grdduhke beats’ lives
began to transcend vicinities, their converse gopldied, and their
behavior glided towards a “transgressive religi@ssa*®® Their life
was an intrinsic part of their work. To fully conatvend the depth and
importance of their poems and stories, we must ladsacquainted with
the biographical context of the writer.

All these three contexts must be considered wheanatyze the
beat movement. Claudio Willer advises the literenyic who wants to
study the beats, that “the beat [movement] caneombrely formal: it
must be compromised, engagée®.1f we consider such thoughts when
analyzing Ginsberg, it becomes clear why he play@éedhdamental role
in the creation of the beats, as well as the ergagenterculture. If
Kerouac, Cassady, and Burroughs were the livingtspi the beats,
Ginsberg was their cultural agitator, spokesmad,@momoter. Ginsberg
had a much more active social life than any otleatbhe was “up for
everything,” always ready to show up where thereldide a resistance
demonstration. While Burroughs, Kerouac, and Cassate traveling
through the United States, and the world, Ginslexg trying to get his
friends published, attending public manifestatiaively participating
in countercultural manifestations which seemedliodv his every step.

Therefore, a reading of Ginsberg is more enrichumgn taking
into account the relation between his work and Iiés poetry loses
great part of its significance if we merely readvithen thinking about
“Howl!” we must think that back in 1955, the yearitsf first reading, it
was the height of McCarthyism and all its fear undt war culture, and
winner’s mentality. Right in the middle of all thaa weird-looking
hipster, known homo-sexual, helped organize a poetding, and read
a poem that contained language that still today ympeople are
ashamed of, or dare not to use. Many of the beédite-Kerouac, and
Burroughs — could care less about the social imapeg their writing

13 \willer, Claudio._ Geragdo BedPorto Alegre: L&PM. 2009. 120
104 bid. 29. Author’s translation.
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and life, all of a sudden, began to have, whereasli®rg maintained
himself always present in the endless whirlwind attivities

surrounding the engageé counterculture. The engagesterculture
which Ginsberg helped to create was a culture o$qmal radicalism,
active involvement, humanistic approach towards, liind peaceful
ways above all.

Ginsberg had the capacity of being the crazy mah wilong
beard, who dressed in a really colorful and weod, talking about
love, and saying “man” in almost every sentence, ahthe same time,
this incredibly centered person, with translucidjecbves and a
stubborn mind similar to the businessman mentalitlyis time. He was
able to be the center of a party — like when hé toff his clothes in
front of John Lennon, George Harrison, and theispeetive
mistresse¥® — and, at other instancethis responsible and commited
person — as one of the main organizers of the Zilefy Reading.
“Ginsberg not only articulated and formed the eaivement] [...] but
institutionalized it.**®

4.5 The Revolution will be televised

Esse fenbmeno comegou com os beats — ndo por
qualquer falta dos verdadeiros visionarios que

inspiraram o0 movimento, mas como resultado da
capacidade da moderna cultura dos meios de
comunicacdo de reproduzir os eflivios de

movimentos e valores contraculturais e

transforma-los em diversad.

Military technology certainly gave Ginsberg, ar tbeats, an
eerie thrill, but it made communication entrepreseaye’s envision
countless mounds of money, and their ideas rea@hiegy single home
in the United States through a TV screen. The ssatwdlite technology
that was previously used for spying could, with eminmodifications
whennecessary, transmit TV signals from Paris, TexaParis, France.

1% Goldman, Albert. The Lives and Times of John Lemridew York: Bantam Books, 1989.
283.

%8 willer, Claudio. Geragéio BedPorto Alegre: L&PM. 2009. 31. Author’s translatio

17 Goffman, Ken and Dan Joy. Contracultura Através @iempos: Do Mito de Prometeu &
Cultura Digital Trans. Alexandre Martins. Rio de Janeiro: Edip2@07. 266.
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Mass media was then a promising tomorrow, and sadil had the
biggest slice of the “pie graph” of the communicatiindustry.
Meanwhile, throughout the suburban neighboorhoodghe United
States, youth rebels who opposed all forms of aityhdéor the first time
ever, now had some economic power. As a consequérice economic
boom of the post-war period, fathers could spamesohange to their
kids, while other youngsters, who did not haveustain the household,
had part time jobs that gave them plenty of mofteyas an explosive
combination of elements, and mass media — espedigll— began to
spread its extensions over nations, at the saneettiat the youth began
to have some economic power.

Television was an accessible Hollywood, where cowesa could
live the life of the people they viewed, invadimgit privacy on a daily
basis. All the anxiety of the instant atomic anlaition Sindrome could
be soothed by numbly relaxing in front of the TVhile being
bombarded with advertisements of all sorts, dudommercial breaks,
and living another person’'s life, throughout theowh. Television
programs covered virtually every imaginable subjbehavior, politics,
technology, business, art, fashion, opinion, coegdirama, everything;
just like a newspaper or radio, but with vivid ligetion between “real”
people. It was a daily entertainment which providtedspectators with
“ready-made” opinions, and an uncontrolable lustfmsumerism. This
new opium of the masses could mold the opiniortotiewers like no
other communication device on earth. In the Uni&altes, during the
1950s, — not to mention current days — with thatrignd of people for
the job, television could control people’s mindsni people’s opinions
and identities, and make people believe in what Haav, especially the
young.

The American teenager of the 1950s, in their emvnties, had
been through hell. The 1930s kids had their youysg @wsurped by the
Depression. The 1940s kids had a dad that hadesfloBermans, and
talked about some frightening Soviets who ate chiidand could wipe
out the entire American nation with a mysterioumboThese were kids
without a proper childhood, and with few options of sociaéritlty,
other than that of the military technocratic memese were kids who
came into the world when the world was living a s@rhat “new dark
ages,” as result of the Depression, or the doonsederjuences of the
war. Many of these kids were young nihilists — with even knowing
what being a nihilist meant — in search of the palaf excess. They
finally found that palace, when television foundrn
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TV was the perfect gadget for the youth, with it®-pdited
images ready to be easily assimilated, and itsgbeap pleasure tone
that seemed to distort the facts of life. Teenageese a gigantic
economic market, virgin, unexplored, innocent, agady to spend its
bucks without a great deal of questioning. Thisbance” proved to be
fertile land for television. The best mass med@higcians knew quite
well that teenagers would conform themselves totesea they — mass
media technicians — created. The identity of tredpct would become
the identity of the consumer. Gradually, the icoiniage of the 1950s
countercultural rebel began to be minutely elalmordly mass media
technicians. These technicians knew quite well wioaihg kids, with a
potencial for rebellion, wanted: a martyr, an icon.

American kids, who still bore the invisible scarfsaomolested
infancy, began to be bombarded every single ddy Wit images which
gave them their martyr, and icon; something theyldcadentify with.
Television offered a living fetish, the rebel withica cause, who was
also disturbed, ready to burst, and mad aboutaliie everything else.
Rebellious kids, who had been forced to live a tgaied paternally
abiding life, were fed psyche food with the asdethe rebellious beat
image created by televisionEfa o comec¢o da televisdo, e os beats
foram a primeira contracultura semiéti¢a’ The raw erotic power of
the anarchic beats was ready to be commercialiged moduct, thanks
to the effulgent capability of television of “rephacing countercultural
movements and values.”

The combination of the “big brother” presence dévesion, with
the viril power of the 1950s youth, helped to beidhe beat revolution.
The beats were perfect for commercializing, theyl@¢@ither become a
symbol of disgust, or platonic admiration, depegdipon the director’s
view and purpose. Whereas they had a somewhat angsira
surrounding their every move, thanks to Jack Kecoaad Neal
Cassady, they were also stigmatized as slackdrslsrevagrants, bums,
as vague as cheap sylogisms, and as superficia aslationship
between businessmen. Nevertheless, the beats westanty
worshipped by thousands of teenagers and youngstbosdesperately
sought to cross the line, and walk on the wild sifidife. The beats
became some sort of igniting spark that suggesiat something hip
and cool was happening, and that things couldisit thange. The huge
amount of mass media exposure — condemning thes lmegpraising

1% Goffman, Ken and Dan Joy. Contracultura Através @iempos: Do Mito de Prometeu &
Cultura Digital Trans. Alexandre Martins. Rio de Janeiro: Edip2@07. 266.
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them — proved to be quite a “neon light headlineaetion” for young
Americans. At the same time mass media destroyddtigmatized the
beats, it also helped to turn them into what threytaday. Bad publicity
or good publicity was publicity anyway. Soon, theats became an icon
of counterculture. Even though most beats despisedattention they
ended up receiving it due to their mass media exgosand they
certainly knew how to use it for their advantage.

After the publication of “Howl,” “On the Road,” antbunkie,”
anything seemed possible in the literary scenendf should look at the
beat movement, or the American counterculture, masedifice, its
foundation would certainly be these three workse Whole spirit of the
beats, and counterculture, was there: spontanetars)g, shocking,
startling, and powerful. With the publication of iGhe Road” in 1958,
the decade was closing its doors in a grandiode, siyd, like most
good closing acts, “On the Road” was definitelyneolto allegrd coda
whose message for the next decade echoed, “litas you make of it,
so burn, burn, burn!”
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CHAPTER YV

Tropicalia, oPanis et Circensis

5.1. 1960s Brazil: Love it or Hate it

O Terceiro mundo vai explodir! Quem tiver
sapato ndo sobra

Brazil was a country of promises, hopes, marvelsams, and
exotic untouched exuberances at the beginning ef 1B60s. The
country had just been governed (1956-1961) by Jasc&ubistchek,
who transferred the capital to the heart of thentgu His successor,
weird looking Janio Quadros, stayed less than a ipeaffice—January
31 to August 25-and was allegedly forced out of growy “hidden
forces.™™® The next presidency, the one of Jodo Goulart, aomd,
would sadly add a full stop to the democratic goweent of Brazil; a
full stop which lasted for 21 years. After a radliyCentral do Brasil-
Rio’s Central train station — on March 13, 1964 which Jango told
field workers that their struggle for a land theyuld call theirs was to
be finally heard, and a land reform would happeBiriazil, the military
decided that that was the last straw; correctiorsevineeded. March
31% 1964 marked the beginning of one of the mostlcarel inhumane
dictatorships of the twentieth century. A seriesmivard acts, scoundrel
manipulations, and tyranical alterations of our stibation, were to
exponentially change our socio-cultural-economigy-taday life, in
ways we still today fail to understand.

The country was entirely torn apart into two distimpolitical
spheres — that of rich right conservative reactiesan charge, and left
politically engageé bourgeois intellectuals for¢edhe underground. If
the republic — and here the Latin origin really mea lot — undergoes
tumultuous days of extremes, it is only naturat feople’s social lives
trail the same path. A strong fundamentalist natism, which would

109 “The third world is going to explode! Those whovhashoes won't last’ author’s
translation. Phrase repeated throughout the 196@en© Bandido da Luz Vermelhhy
Rogério Sganzerla.

10 During his brief mandate he also condemned Itag ‘of pig§ and condecorated Ernesto

“Che” Guevara with a Ordem Nacional do CruzeircStih, a commendam that the president of
Brazil may give to foreigners.
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later be summed up on Médici slogans like “Braaihe-o0 ou deixe-
o0,"* began to disfigure the country. Those who weréngilto abide to
the military would, no doubt, prosper by it, bubse who preferred to
“question” the need for guns, authoritarian behavand senseless
censorship, would probably end up being tortured, veorse,
disappearing. The right-wing elite lived its glar®odays with the praise
and fortification of associations like the TEP.The underground left
wing witnessed their democracy rapidly fading avemyd their freedom
slipping through bars, while being clubbed, elaited, and humiliated.

Meanwhile, Brazil began a new stage of modernipateind a
massive exodus to the great capitals changed thetrgs socio-
economic scenario for ever. Millions of peasantsemsalking around
the streets that seemed more like jungles to ttstnving to survive,
and to maintain their decency in the middle ofthk craziness and
depravation that the big cities could haVeThe “fifty years in five”
expansion dream of Kubistckek, though in an extigmerie mannet*
began to guide the minds of the military, as thelémn e progressd*®
maxim slowly changed its scope and got bloody. WMés a land of
strong contrasts, with some laughing idly, whildusag a deranged
general, and others beaten up just because thkgdtabout unfit
subjects, the country was defiled, and soon theneahis same
aggressive rupture would show up in most cultyshkses.

1 «Brazil, love it, or leave it!” Author’s translain.

12 The ultra-conservative catholic association “Soaite Brasileira de Defesa da Tradigéo,
Familia e Propriedade.”

113 This dramatic culture shock can bee seen in Ans&umarte’s 1962 movie, “O Pagador de
Promessas”. Even though the movie’s main charagéedo Burro, a peasant, goes to Salvador
to fullfill a candomblé promise, and not in seacdtta better life, he still gets “devoured” by the
city because of his ingenuity.

114 e. “Para que o rico seja mais rico e, gracdess e pobre seja menos pobre”, said by Costa
e Silva on his inaugural address, 15 March 196 pidlieg clearly how the military intended
to make social changes.

15«Order and progress”, author’s translation
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5.2 Fine Arts: Hélio Oiticica’s “Tropicalia”

N&o se trata mais de impor um acervo de idéias e
estruturas acabadas ao espectador, mas de
procurar pela descentralizacdo da ‘arte’, pelo
deslocamento do que se designa como arte, do
campo intelectual racional para o da proposicao
criativa vivencial, dar ao homem, ao individuo de
hoje, a possibilidade de ‘experimentar a criagédo’,
de descobrir pela participacdo, esta de diversas
ordens, algo que para ele possua significaso.

Avant-Garde artists’ in S3o Paulo, and Rio de Janeiro,
throughout the first five years of 1960, slowly begto devour
international art movements, like New Realism, &ugp*® The result
of this feast produced a new art, one which wowddndy to discuss
and criticize the ‘Brazilian reality’ that the ditorship tried to cover up,
one which sought to become a collective singulatityspite of all
discrepant proposals, ideas, or thoughts. Above thdy aimed to
integrate Brazil into the international art markéth something ‘truly
Brazilian,” like their predecessors from antropataylodernism had
tried"'® They managed to trespass the limits of their lzetthemthe
physical structure of the painting itself — thenfieg limit — or the
ethical limit of an artist — which prohibited attisto criticize the
dictatorship — for many, the forced blindness refaf authority.

In the “Opinido 65" art exibitiolf® a certain common trait

118 Oiticica, Hélio, “Posigéio e programa,” Aspiro aca@de LabirintoRio de Janeiro: Rocco,
1986. 111.

17 Hélio Oiticica, Rubens Gerchman, Antonio Dias, Wéahar Cordeiro, Pedro Escosteguy,
Wesley Duke Lee, Lygia Clark, and Sérgio Ferro.

H8&\ew Realism sought to poetically recycle daily lifg appropriating reality intpaintings
through allusive, and not representatiways. Pop Art was a British art movement from the
early fifties, profitably adopted by the Americaimsthe late 1950s, that incorporated mass
media products into their art, mixing fine artsiwgraphic art, with mass media art, the term
itself is already permeated with polemics of atids.

119 Favaretto, Celso. “Tropicélia: A Explosdo do ébvibropicélia: uma revolucdo na cultura
brasileira [1967-1972Basualdo, Carlos (org). S&o Paulo: Cosac Nai§284.

2agust, 12 — September, 12, 1965, in Rio. Hélio diti's work, “Parangolé,” which was
backed-up by a live performance of ‘Estacéo Prianée Mangueira,” was forcefully removed
from the building on the allegation that the perémme could cause physical damages to the
other works; Oiticica was forced to finish his merhance on the gardens, outside the Museu
de Arte Moderna (MAM). Rubens Gerchman, Antonio Di&Valdemar Cordeiro, Pedro
Escosteguy, and Wesley Duke Lee also exposedwioeks.
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between the artists prevailed above the apparffatetices: (re)creating
daily urban reality, with “free-eyes,”"who saw réalihrough intellectual

distance, as well as the military forced numbn&é® return to figure
painting, while setting aside abstract characiesisnd the absorption
of elements of Pop art, like the appropriation assn media icons —
such as those that television, and propaganda krdntba population
with — became evident. The “Opinido 65” expositiwas so successful
that S&o Paulo made their response to it, withiBstas 65.” According
to Sérgio Ferro, who exposed works in the “Promost®,” the

exposition centered itself in tipertrait,

Do realismo atual do Brasil[...] [Onde] Inexiste a
preocupacdo com a unidade, a correcdo, a
elegancia de linguagem: para dizer o novo, com a
crueza necessaria, hd que esquecer as boas
maneiras e as limitacdes gramaticats

It was also in S&o Paulo, a year after “Propostastbat Wesley
Duke Lee began, along with other friends like Gawadle Barros, and
Nelson Leirner, the Rex group. The group stagedymiawents” which
caused great tumults in the fine arts world of 8aalo throughout its
two years of existence.

The “Opinido 65,” and “Propostas 65,” repeated thaies in
66, with the same impact, only to produce thel“stiknown tsunami”
of the Nova Objetividade Brasileira exposition, ttHat Brazilian
grounds, in 1967, with impacts that we still measand account for
today. Oiticica warned the public with an introdurgt text that the
artists that were there had the intention of makamg art with “1.
vontade construtiva geral. 2. tendéncia para ot@tge ser negado e
superado o quadro do cavalete; 3. participacacsgeoctador (corporal,
tactil, visual, semantica, etc}’* Nothing too surprising for an artist
who only two years before had his “Parangolé” reeabvrom the
MAM, and now presented a work of art that would rae Brazilian
cultural sphere, “Tropicalia.”

“Tropicdlia,” as Favaretto puts it, managed to twem Brazilian
image that proposed:

2L Favaretto, Celso. “Tropicélia: A Explosdo do ébvibropicélia: uma revolucdo na cultura
brasileira [1967-1972Basualdo, Carlos (org). S&o Paulo: Cosac Na@§285.

22 QOiticica, Hélio, “Esquema geral da nova objetiddabrasileira,”_Aspiro ao Grande
Labirinto. Rio de Janeiro: Rocco, 1986. 84.
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Devoracao das imagens conflitantes que encenam
uma cultura brasileira. Esta devoragdo se atribui
aos participantes: apropriando-se dos elementos
disparatados, justapostos, que formam uma
‘sintese imagética’l...] produzindo a evidenciagéo

do processo de constituicdo das contradi¢cdes
anunciada$”

The work consisted of a path that the spectator weaged to
stroll across, and the “landscape” beside the path composed of
bananas, araras, sand, exotic plants, and smtd| tari‘penetraveis,” in
which the spectator was invited to enter, the gaithed in a tent which
had a television set, turned on at all times. Titopgsition was to show
the diverse agents of everyday urban life, all,ome small path;
everything, from the slums, to extreme stereotymoeatraits of Brazil —
such as the bananas, and exotic landscapes — waséneal in the path,
and as the spectator strolled through it he/shddnmoterpret it through
his/her own perspective.

Perhaps like few artists of the early s 1960s, diditicica
managed to combine various artistic elements imaah, producing a
“supra-sensorial®* art, an art which would involve elements of
perception such as audition, vision, and tact, el as the participation
of the observer. “Parangolé” was Oiticica’s firsajor>> experiment
towards this “supra-sensorial” art, it consisted@¥eral pieces of cloth,
sometimes even other materials such as plastiatex, sewed together
into one gigantic entanglement, very much likeag flor a kaleidoscopic
patchwork quilt. The observer-spectator became aticjpant-
protagonist, and was invited to hear music whijeng to put on the
“Parangolé.*?°

123123 Favaretto, Celso. “Tropicalia: A Explosdo do obviGropicalia: Uma Revolugéio na
Cultura Brasileira [1967-1972Basualdo, Carlos (org): S&o Paulo, Cosac Nai@7294.

24 Oiticica, Hélio, “Aparecimento do Supra-sensofigispiro ao Grande LabirintoRio de
Janeiro: Rocco, 1986. 103.

125 | consider the “Parangolé” more significant, ordjor,” than the previous experimentation
of Qiticica, his “Bolides” (1962) which consited of glass-objects the public coulthipulate
filled with all sorts of materials, condensing docful image - because the “Parangolé” is a full
object, and needs the spectator’s full integratvih it to exist. Unlike the “Bélide,” which can
be viewed-admired even when on a table, the “Patéhdoes not “exist,” cannot be viewed-
admired if it is exposed lifeless, hung up, or datde.

126 J)lustrious fellow citizens like Torquato Neto, dicomplete strangers, from our dancing
Mangueira to the grim subways of New York, dresbedParangolé.
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Oiticica’s art and ideas were considered by thernifdist”
extremes of his artistic circuit to be undergrouhd;even frequented
houses in the slum of Mangueira, when the Nortimeighborhood was
still viewed as too marginal, and prohibited foyrteen like himself.
This contact, in complete disharmony with his daygay world, made
Oiticica’s mind run lose with the infinite propdsis the slums
provided his son-of-an-anarchist cantankerous rfihtivaly Salomao
even believes thato" primeiro Parangolé foi calcado na visdo de um
paria da familia humana que transformava o lixo qa¢ava nas ruas
num conglomerado de pertencé® It is visible that Oiticica’s
“Parangolé,” as well as his “Tropicdlia,” are venfluenced by his
pilgremages to Mangueira. Oiticica seeked to gambdy'isms” of any
kind with his “Nova Obijetividade Brasileira,” whids another way of
saying a “new view of Brazil.” He managed to emwisiBrazil as a
gigantic pluralization of diverse and conflictingeats, roles, routines,
and lives; and still show it all in one work of .afte directly influenced
the Tropicdlia, as will later on be mentioned, wiis ability to
juxtapose the “marginal” with the “elite,” the “dmaic” with the
“modern.”

5.3 Cinema: Glauber Rocha’s Terra em Transe.”

Toda aquela coisa de Tropicdlia se formou diante
de mim no dia em que eu vi “Terra em Trah¥&

Brazil's movie production of the 1950s was domidaby two
major companies: Atlantida Cinematografica, whictodpced the
infamouschanchadasdestined for the masses, with stars like Oscarito

27 |ygia Clark reminds us that the upbringing of Gita was a cornerstone for his future
engageé art, because his father, José Oiticica,walsoan anarquist, decided to educate Hélio
himself, until he was 10. This made Oiticica owedtitic of the Rio he lived in, later on in his
life. From Clark, Lygia, and Oiticica, Hélio. Castal964-74Rio de Janeiro: Ed. UFRJ, 1998.
102.

128 Gullar, Ferreira (org.) Arte brasileira hoje: sitdo e perspectivasRio de Janeiro: Paz e
Terra, 1973.

147-152. Which reads, “the first Parangolé was tasethe vision of a paria of the human
family that transformed the trash it had pickedlom streets in a conglomerate of belongings.”
Author’s translation.

29 Caetano Veloso in Campos, Augusto de. Balanco ais@Be Outras Bossésth ed. Sao
Paulo: Perspectiva, 1993. 204-205.
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and Grande Otelo, and Companhia Cinematogréafica €enz, Brazil's
Hollywood, co-founded by Francisco Matarazzo SdiwinMazzaropi
being their most famous star. Brazilian movie csitiof that time
borrowed the Spanish wordctfanchadd which means rubbish, to
name a specific genre that was being produced &ziBroverflowed
with certain “thought-to-be” Brazilian symbols suas: carnival, round-
the-clock parties, and the mythical figure of thealandro and his
unique characteristic of singing everything he sags the other
extreme was the Companhia Cinematografica Vera,@uzsidered to
be the first professional movie studio of Braziler® Cruz sailed
prominently through the seas of industrial and eadinal developments
that Brazil, in the early 1950s, was still only bedgng to descry.

However, it was also during the early 1950s thatomewhat
small group of movie directors began to change iBaazcinema for
ever. Ruy Guerra, Nelson Pereira dos Santos, C&legues, Luis
Carlos Barreto, Alex Viany, and Glauber Rocha. Treakthrough
happened when Alex Viany began to disseminateaftaleorealism
films and texts to his colleagues. The style quickaptivated all of
them with its anti-Hollywood film content, shot setimes with non-
professional actorsin loco (not studio), and with stories about the
economic and political conditions of ltaly after Wb War 1l, with
emphasis on the average Italian citizen. Dirediikes Vittorio de Sica,
Roberto Rossellini, Luchino Visconti, and Michelatg Antonioni
became role models for this new cinema (Cinema Ntvat began in
Brazil. The film “Rio 40 Graus” (1955) is said te the first film of the
Cinema Novo, as Carlos Roberto de Souza says inbbak A
Fascinante Aventura do Cinema Brasile{®81):

Rio, 40 Graus, era um filme popular, mostrava o

povo ao povo, suas idéias eram claras e sua
linguagem simples dava uma visdo do Distrito

Federal. Sentia-se pela primeira vez no cinema
brasileiro o desprezo pela retérica. O filme foi

realizado com um orcamento minimo e

ambientado em cenarios naturais: o Maracana, o
Corcovado, as favelas, as pragas da cidade,
povoada de malandros, soldadinhos, favelados,
pivetes e deputadd®

130 Souza, Carlos Roberto de. A Fascinante AventuraCilema Brasileiro Sdo Paulo:
Fundagéo Cinemateca Brasileira, 1981. 65.
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The first phase of the Cinema Novo (1960-19grE8dominantly
focused on underdeveloped issues, usually depi@iagilian daily life
(Vidas Secasfrom 1963), and mythological Northeastern Braailia
figures Deus e o Diabo na Terra do Siobm 1964). The second phase
(1964-1968) was marked by a strong criticism adaiBsazilian
developmental policy that began with Juscelino kKdiiek, and now
flourished abundantly with the dictatorship; it wasthis second phase
that the filmTerra em Transevas madeTerra em Transenarks a new
beginning for Glauber Rocha, as it is completelffedént from his
previous movies likdBarravento(1961), andDeus e o Diabo na Terra
do Sol(1964), which were filmed in the Northeaapfestd, and with
precarious conditions, whered@srra em Transevas filmed in Rio de
Janeiro, and Glauber had more budget to do it.

Terra em Transe&entured even more into this new artistic avant-
garde realm that was beginning to burst in the 18i60s in Brazil. The
film's narration is fragmented to a point where wannot quite
distinguish what is past, future, or present; legviis in a “perpetual
present**! There is absolutely no central point-of-view ire tetory
which does not revolve around one main charactetha spectator is
even confronted with conflicting points-of-view. &Hilm manages to
overcome the visual and auditory confinement diiti@nal cinema, as
it is possible to hear something completely dissbrieom that which
we see, i.e., we hear machine guns firing, yette®epeople having
some sort of discussion, some scenes repeat thesgssalmost in an
oneiric déja vu. It is a somewhat giant woven efiframed pictures. As
Ismael Nery suggestsJerra em Transerepresents simultaneously
diverse roles of the undiscovered Brazil, coloniz&dzil, military
dictatorship Brazil, and underdeveloped third wdtdzil.

The film shows the trajectory of the jornalist-p@@th political
aspirations, Paulo Martins (played by actor JaFiio). The starting
point of the film is a sort of delirium Paulo isvirag seconds before his
death. The chronology that follows that deliriumal but sane or
classical, switching time perspectives, pointsiefay and forms of
narration. We witness fragments of Martins’ lifegrh the dawn of his
career, where he makes an alliance with politi€arfirio Diaz (played
by Paulo Autran), notorious reactionary, up to Hisath, the only
classical form of narration of the entire film, whehe story trails its
full-circle, and comes back to where it startedulBdMartins permeates

181 Sanches, Pedro Alexandre. Tropicalismo Decad@wmista do SamhaS&o Paulo: Editora
Bomtempo, 2000. 40.
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all political positions: right, when he associat@siself with Diaz, left,

when he associates himself with Felipe Vieira, ethpy José Lewgoy,
and even anarchic, when he decides to break loosedverything and
everyone, knowing that he could no longer adagiving in the new

Eldorado (ficticious place where everything happeasd drives his car
through a military barricade, where he is shot.

Terra em Transe &, pois, politico do fim ao comeco.
Passa a limpo a hist6ria republicana do Brasild@ s6
ela: conquistadores europeus [...] indios, primeiissa,
unido da América Latina e ditadores latino-amesan
desfilam pelo filme}*

According to Sanche$® the film's characters allegorically
represent such political figures as Carlos Lacefdarfirio Diaz),
Miguel Arraes (Felipe Vieira), Getllio Vargas (Hod Diaz), and
Leonel Brizola (Felipe Vieira), even the militaalders (Porfirio Diaz).
The film's narrative, of conflicting points-of-viewwith a constant
juxtapositioning of unrelated images, following agparent chronology,
became the solid basis for many songs of the Tatipias.

5.4 Theatre: Jose Celso Martinez Corréa’® Rei da Vea

Pois com o consumo ndo s6 se vende o produto,
mas também se compra a consciéncia do
consumidor. (José Celso Martinez Corréa,
1968)%

During the 1950s, Brazilian theatre seemed to ibklitig to S&o0
Paulo, where two major theatre companies — Teat@siBiro de
Comédia (TBC)}* and Teatro de Arena (Areri#¥)— were producing
the best plays, with the best actors, directomsycand equipment. TBC
was founded by the entrepreneur Franco Zamparl9#8. Zampari

132 pid. 39.

133 |bid. 36-38.

13 Coelho, Frederico, and Cohn, Sergio Tropicdtim de Janeiro: Beco do Azogue, 2008. 63.
1% Brazilian Theatre of Comedy.

136 Arena Theatre.
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imported distinguished directors and techniciar@nfall over lItaly, to
make state of the art modern plays. TBC stagedyhigtccessful plays,
critically acclaimed, with actors like Cacilda BeckPaulo Autran, Ruy
Affonso, and Sergio Cardoso. Whereas TBC would Hweeign
directors to make their best plays, Arena woulgestalays directed by
Brazilians, and written by Brazilian authors. Aremas founded in
1953, by a group of students of the prestigiouoBste Arte Draméatica
(EAD),"" headed by José Renato, and Geraldo Mateus. Aranaged
to surpass the space limitations of the proscerstage’*® preferring
arenas, where the stage is surrounded by the aadien

Even though artistically both companies went to asite
directions, TBC favouring a theatre made with ssfitated
international standards, and Arena preferring attbecommitted with
socio-political issues, their actor's performancaswery similar. Both
companies’ actors followed the teachings of Russator-director,
Konstantin Stanislavski, who had developed piomegeriacting
techniques. According to Stanislavski, actors sthgglychoanalyse their
characters, they should think, walk, and talk, likeir character; think
about the character’s infancy, problems, fearsamse everything. The
stage was composed with objects which were patieo€haracter’s life,
i.e. photographs, handkerchief, tools, anything ciwhicould help
describe the character, or characters of the flag. naturalist scenery
was extremely detailed, sometimes even having @t giae placed on
the stage. The scenery, plays, and stage of TBQ\eamth were indeed
very different; however, because they had this s&&tanislavskian”
approach of theatre, their presentations stilltnadh in common.

This superficial sameness was only deconstructedynyaars
later, with José Celso Martinez Corréa, and hidoomded theatre
company, Teatro Oficina. José Celso was deeplyeénfied by the
theatre and acting principles formulated by Germaet, playwright,
and director, Bertold Brecht. A specific conceptbalrated by Brecht,
called “gestus,” was what caught José Celso’s tidtemt first. “Gestus
was a physical exteriorization which signified gweial condition of the
character. The character’s clothes, gestures, Wégllong, everything,
represented his social condition. The “gestus” psegd a criticism of
society in general, and not only of individualse tkey factor of the

187 School of Dramatic Arts.

138 A form of theatre stage. The stage is elevategmarheters above the front row audience.
The audience’s seats are disposed in a proscenithrshaped structure. The stage is located
in the middle of the proscenium arch. This theafrace creates tHeurth wall in front of the
stage, through which the audience peers.
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representation was to determine the social “gestisfach character.
On this sort of representation scene objects ardesyg also became
“gestus,” where a chair could become a representafi the character’s
work place, insignificance, social condition, ar tikings. A chair

could become an allegory for many scene objects.

This new theatrical approach was the starting ptintJosé
Celso’s 1967 projectD Rei da VelaHeavily influenced by the film
Terra em TranseJosé Celso decided to portray Brazil through thyver
exaggerated icons, like the carnivalesque overgieRio’s Christ, and
Lagoa Rodrigo de Freitas — background scenery -tlandolor abusing
clothes, all of which Hélio Eichbauer had creat€de clever wit and
sarcasm of Oswald de Andrade’s text, along with Dienysian
performance elaborated by José Celso, were dynahfiteperformance
shocked most of its audience, the profanation efcthssical boundaries
between public and performers forced the audigheceughout the play,
to interact, willingly or not, with the actors.

Tocando o espectador, os atores ndo desrespeitam
somente a linha entre palco e platéia, como
também a distancia fisica entre estranhos, e sem a
gqual ndo subsiste a nossa nocdo de
individualidade:*

This anarchic performance, in all its structurescenery, acting,
clothes, text, everything — directly influenced #epicalistas, and their
anarchic performances.

5.5 Literature: José Agrippino de Paula’sPanAmerica.

The ‘lliad’ told by Max Cavalera®

The literary scenery of Brazil in the 1960s wasyvamilar to that
of the Vesuvius in the year 79 A.D.: explosive. Mkrary styles had

1% Schwarz, Roberto. “O Pai de Familia e Outros EstiidCultura e Politica no Brasil:1964-
69. Sao Paulo: Companhia das Letras, 2008. 104.

140 y/eloso, Caetano. Introduction. PanAmérigé ed. By José Agrippino de Paula. S&o Paula:
Editora Papagaio, 2001. 6.
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artists of the highest caliber maintaining the gyabar within the

highest standards. Amongst fellow poets, Jodo Caleravielo Neto,

Vinicius de Moraes, Ferreira Gullar, and CarlosrBmond de Andrade
gave their fair share of the “99% of transpiratio@hronicles had such
master craftmen like Fernando Sabino, Carlos He@ony, Rubem
Braga, and Sérgio Porto, alias Stanislaw PonteaPRimance writers
could summon up the “gang” for a few drinks, andehdorge Amado,
Guimaraes Rosa, Erico Verissimo, Antdnio Callada] ®sman Lins
underneath the same roof, inside a hot and dintyirb§panema. Short
story writers had the chance of walking aroundRaml da Barra, for a
cool sunset view, in which fellow “co-workers” likRubem Fonseca,
Dalton Trevisan, Clarice Lispector, and Moacyr &cliwould,

surprisingly, say nothing, but just ponder aboet ¢fernity of all living

things.

Brazilian literature lived a prolific decade durirthe 1960s.
Authors at the time were deeply concerned aboubmeltissues, and
their writings reflected such concern. Writers weeey much politically
engageé, and some even worked for the governméaet, Minicius de
Moraes, Jodo Cabral de Melo Neto, and Guimarédes,Rdisof them
diplomats. Literar%/ production of the time, quaatiitely, was huge, and
highly acclaimed" Literary works maintained their focus on economic,
social, and political problems which the nation efédc The grand
majority of writers were intellectual bourgeois, havdemonstrated a
critical approach towards social issues of the tithevas onto this
literary scenery that José Agrippino de Paula eng haired man, with
full grown “Jungle Jim" beard, and all the unmistble hippie
accessories — published his bdedknAmericain 1967.

With its raving psychedelic prose, containing esiplieferences
to drugs, sex, mind altered states, and the likitigs book was almost
an extended version of Ginsberg’'s “Howl.” It wasnsered a few
months after its publication, and soon thereaftecame a cult
phenomenon. The resonance BanAmericawas tremendous, even
though many did not understand the book; some pedike Caetano,
were deeply influenced by it. The prose was difierand the sentence
structure was a cluster of run-on sentences tlaiyoed mammoth-size
paragraphs. The book also mentions Che Guevard, e American

1 The New York Timesn September 3, 1967, published an article aBtarice Lispector,
praising her talent, and describing her as “thek&adf Latin American fiction.” Salamon,
Julie. “An  Enigmatic Author Who Can be Addictive.”2 November 2009.
http://www.nytimes.com/2005/03/11/books/11sala.Rtmk2&adxnnl=1&oref=slogin&adxnnl
x=1190410388-ADSqGRkIGJuvgkwRgvNAHg
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guerrillas going on, and even the DOBSBecause of its content and
context, the book was highly political.

PanAmericais a story told by a narrator who is never idéedif
except that he is a Hollywood movie director. Tharator interacts
with Hollywood mythological characters like Marl@rando, Marilyn
Monroe, John Wayne, and Burt Lancaster. He des;rdoed talks about
situations, with Hollywood myths, as something paty, or some day
to day routine activity. What the book did, esplgiafor the
Tropicalistas, was break the apparent geographiopbssibility of
being next to these global icons. Because the stasyapparently about
banal things that happened between the narratortteesd Hollywood
icons, it approximated the reader to this absaotutahtastic world. The
reader saw people, whom he would only see on theesc acting in
ultra expensive productions, doing their daily noes. This casual
scope through which Agrippino portrays these caltuicons, his
humanization of the myths, inspired the Tropicaksto (re)interpret
social values through their own vision of anthropagy, which | will
discuss later on.

5.6 Music: Tropicélia, or Panis et Circensis

Senti sempre uma imperiosa necessidade de
representar simultaneamente o0s papéis mais
diversos, e, quanto maior em nimero fossem eles,
mais eu me sentia estavel na minha vida pessoal, e
incorporado a vida universal. [...] Eu sou o grande
poeta e pai de todos os homens; deverei extinguir
todas as possibilidades da forma humana,
distribuindo minha alma nos seus inumeros

corpos*®®

The artists which dominated the musical sales sheould be
divided into two spheres: left wing artists, anghti wing artists. The
majority of left wing artists were rich white inkettuals, who wrote

142 «Departamento de Ordem Politica e Social.” “Demant of Public and Social Order.” A
government organ whose objective was to controltipal and social movements of
democratic resistance.

143 Mendes, Murilo_Recordacées de Ismael N& ed. Sdo Paulo: Editora Giordano, 1996.
84.




68

songs of protest. The music itself maintained tlenes type of
instrumentation as that of its predecessor, thesdbasva, but with
different lyrics. The lyrics ceased to talk aboaine beautiful woman
who passes, a recurring theme for bossa-novasstartéd to talk about
social issues, about contesting things, about gaiition. Carlos Lyra,
Edu Lobo, and Ronaldo Boscoli are artists who camplify this left
wing artistic movement. In opposition to that, tighing artists were
usually white, young, good-looking, and sellableey were willing to
abide by the laws and stipulations of the militaad prosper by it.
Roberto Carlos, Erasmo Carlos, and Wanderléia enfeqt examples of
right wing artists. Roberto Carlos became famousnfiaking a real
good imitation of Elvis, and Erasmo Carlos and G¥imcent have
much more than looks and moves in common, in ledggomances of
the time. The lyrics usually talked about havingjast, going to parties,
‘bird-doging women** and the likings. Right wing artists were selling
more than the Beatlé&> while left wing artists had entire songs vetoed
by the government censorsHifs.

There was a distinct divergence between the “dliectt and the
“acoustic,” the former being used by the right wiagd the later by the
left wing. The left wing artists envisioned the gsaof eletric guitar as
the death of “pure music,” for music would becomeeadless mechanic
repetition, and lose the blissful purity of its petual movement, its
capacity to (re)create itself through improvisatiand its essence: the
vivid and limpid sound of instruments. Electric tgus were the sort of
instrument that an artist would play on either ofiewo occasions, in
carnivals, to make his/her instrument audible whilass histeria took
place, or very, very gently as background musialess you had some
one like Django Reinhardt playing. Then along caime right wing
artists with their amplified and distorted electggitars. It did not take
long for the guitar to become an instrument of lielye a pirate flag,
banner, the condensation of a whole movement.Heoright wing artist
guitars, and all the futuristic gadgets and effeélstég came with it, like
reverb, and wah-wah, were all a “must.” The righhgvartists were
considered to be the ones responsible for implangmbck'n’roll in
Brazil while the left wing artists were concerneihwirying to maintain

144 An expression of the 1960s, which meant ‘to lomkdfirls,” or ‘to hunt for girls.’

145 As was the case of Roberto Carlos when compatiggdies in South America to Beatles
sales from the time.

46 As was the case with Chico Buarque, repeatedly Apesar de Vocé,” and “Construgéo,”
the former recorded on 1970, and censored that yaare the later recorded on 1971, and
censored that same year.
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what they believed to be a tradition of the sandsawhat they called
Brazilian “roots” music. The acoustic guitar wasyanbol of protest, of
engagé artists, and resistance. The electric guiter the symbol of
rebellion, long hair, jeans, and sun glasses.

Left wing artists joined, or helped to form, theimNacional do
Estudante (UNE), and the Centro Popular de CukGRC)M’ while
right wing artists blindly reproduced The BeatlEdyis, Little Richard,
Gene Vincent, and the likings, to insane multitudé®Brazilians that,
apparently, were still being baptized into the woof rock’n’roll.**®
Left wing artists were forced to create beautifaberate metaphoré?
and brilliant hidden messadébto express themselves. Right wing
artists mastered the art of facial and body expasfor their live
performances, captivating the crowds with theimsegly open heart,
and sincerity. The Right wing artists also had erkeommercial tact for
words that caused an impact on people, suchsasidade’ “emocdes
“amigq” and “amor."*** Common place words with a highly subjective
meaning, easily identifiable by people, words whitddberto Carlos has
been flavoring his songs, and live performancesrafically with, for
the past 40 years.

The line was drawn, and the battle was being fauljine leftists,
or “tradicionalistas,**? produced what they called “pure” music, refined
music, or music which could not be reproduced bwist who did not
master his instrument. This music had an elaborsteumentation, its
lyrics were comparable to the best poetry of theefi and all the

147 Important centers for artists, underground reliblakers, and the lot.

148 Brazilians had already heard rock songs with T6aynpello, Cely Campello, and Sérgio
Murilo, in their recordings, dating back to 195heTsimilarity between these older rock songs,
and the Jovem Guarda songs are very clear. i.@y su@ng titles from both periods have the
word “broto” in them, which is a slang for ‘womarnThey re-recorded international songs.
Their songs were usually recorded in major keytheathorus the music would go to the fifth,
at the peak of the music it would go to the seventtere the artists would give their best, only
to come back to the first note, and finish the sdhgwever, it was the right wing artists that
finally ‘established’ rock’n’roll on the market, astrend, and style, in Brazil, in the mid-1960s.
149 As can be seen in the 1970 sonalsinhd composed by Chico Buarque and Vinicius de
Moraes, when it says “E ali dangaram tanta dangaaguizinhanga toda despertou.” Which
means: “And there they danced so much dance,lkawhole neighborhood awoke,” author’s
translation. But the “dance” itself could be interied as ‘having sex.’

%0 As can be seen in the 1973 sor@flice’ composed by Chico Buarque and Gilberto Gil,
when it says, “Pai/Afaste de mim esse/ Calice.” thhneans: “Father/ Take this chalice away
from me.” But in Portuguese ‘chalise’ also readsutsup.’ Because it was also a bible quote
from Luke, the song was not banned initially.

%1 The first, longing, yearning, the second, emotjdie third, friend, and the fourth, love.

152 ‘Traditionalists,” as they were known at the tinfEraditionalists because these artists
followed a somewhat traditional Brazilian music 8amba, and its successor, the bossa-nova.
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instruments, and singers’ voice were perfectly laledand discernible.
Usually, the quality of this music was highly peaisthroughout the
world.}>® At the other extreme we had the right wing artists the
“entreguistas?®® Their songs talked about enjoying life, beautiful
people, and anything that could possibly nhumb,catlse, people. The
key factor was not the lyrics, far from it, it wdse performance, the
daring clothes, the screaming, similarly to The tlsain the beginning
of their career. The recordings of the “entregaist@as highly criticized
at the time as having no quality, but the quargityecords they sold
doubled that of any “tradicionalista.” The guitas®und was what
predominated in the “entreguistas” recordings amugss they were
playing some romantic ballad, was usually meanbéoas loud as
possible, so as to give buyers the sensation ligasdng could not be
played at a low volum&? In nothing were these artists different from
their role models, The Beatles, and Elvis, they salld Napoleonic
amounts of records, made thousands of young gydsehical to the
point of fainting, and were also accepted withire telite. The
“tradicionalistas” later became known as MPBartists, while the
“entreguistas” became known as artists from theédoGuarda™®’

153 |n 1967 Antdnio Carlos Jobim (Tom Jobim) recoraéth Frank Sinatra. The cover of that
album, “Francis Albert Sinatra and Antdnio Carlabidn,” contained a picture of Frank
Sinatra and Tom Jobim together. It was the firsietithat any artist that recorded with Frank
Sinatra appeared on the same cover with Sinatra.

154 As they were known at the time. It can be integateas “The Copiers,” because they were
known for copying international artists and sondSP’s site says that entreguismo [is]h

dos instrumentos de reproducdo da sociedade de elile manutencdo da acumulacédo
entravada, que é a base material da reproducaociaiade de elite no Brasil[...]Consiste na
desnacionalizagéo sistematica da industriflSP’s Site “Entreguismo.” 1 November 2009.
http://www.usp.br/fau/docentes/depprojeto/c_deak#vBrb/entregsm/index.html

%5 Very characteristic of rock’n’roll music, highlysad by The Beatles, as in their 1964 song
“A Hard Day’s Night,” which also was the first somg their movie, and album (“A Hard
Day’s Night”), which started off with George Hawis striking his 12-string electric guitar.
This type of sound was the exact opposite of tlud @oed gentle sound of the leftists.

%6 MPB stands for Musica Popular Brasileira, or BiiamiPopular Music.

7 “Youth Guard, the ‘Brazilian ié-ié-ié,” as theyewe pejoratively referred to by the
MPBistas, on a reference to the chorus of a Beatlag called She Loves Yduwhich goes
“She loves you, yeah, yeah yeah.”
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5.7 Music Festivals of the 1960s — Birth of Tropidi

[...] na busca do que chama, “som universal”, o
detentor do prémio de melhor letrista do I
Festival, escolheu para acompanha-lo os Beat
Boys. E ai vem com sua “Alegria Alegria,”
Caetano Velost?

In 1965 record label manageard television producers came up
with a brilliant idea on how to promote the artisfsthe record labels,
and the television network, all at once. It was {lear of the first
“Festival da Musica Popular Brasileira,” — ‘Braaiti Popular Music
Festival' — broadcast by TV Excelsif. The song Arrastdq” by Edu
Lobo and Vinicius de Moraes, won the first plagetHese festivals the
majority of the audience was composed of white ensity students —
the bourgeois, or engagé leftists. The next ydar,same festival was
broadcast by TV Record, and the sogBandd by Chico Buarque
shared the first place wittDisparadd by Geraldo Vandré and Teo de
Barros. It is important to note that, even thougtihese first Festivals
the majority of artists, as well as audience, wefewing intellectuals,
in that same year, 1966, Roberto Carlos, Erasmm€;and Wanderléia
were already such a huge success that TV Recoadedre program
called Jovem Guardd® which was presented by the trio
aforementioned. For two years the festival's somgaintained a
somewhat naive, innocent morose tone. They welieeat ariticism of
the social injustices that happened, but with aarclenanichaeist
overtone; but that was soon to change.

At the “Il Festival de Musica Popular Brasileir&aetano Veloso
won the first place on the category of Best Lyrieith his song Um
Dia,” an unpretentious song about the return of théoveel one,
interpreted in a melodramatic form by Maria Odetpo almost spits
the last syllables of “Quero, careco e preci$d this was a song not
very different from the other competing songs, batirely different
from the song Veloso himself would perform the ngsar. No one

%8 Stage anouncer of the Ill Festival de Musica Pap@rasileira, introducing Caetano
Veloso, and the Argentinian rock group Beat BoylBpwvere going to singAlegria Alegria’
This is considered to be the first Tropicalia perfance.

159 An extinct Brazilian TV which not always acceptghat the military wanted, and payed the
price for it in 1970, the year it was ‘terminated.’

160 ater on, Jovem Guarda also became the name aidliement itself.

161 “want, necessitate, need.” Author’s translatiorling from the song’s last stanza.
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could have imagined that that seemingly ordinartipal day, October
21% 1967, would become the kick-off to the socio-gdt revolution
called Tropicalia — perhaps not even Veloso. With $ong Alegria
Alegria,” a wild eliciting of disconnected words and stioas, and an
Argentinian rock’n’roll band called Beat Boys — faos for playing
with Roberto Carlos — to accompany him, Veloso deéired half of the
audience, and lured the other half.

Not even Roberto Carlos, — who presented a songasad by
Luis Carlos Parana, calletfaria, carnaval e cinzds- the exponential
figure of Brazilian rock of the time, chose a rdzénd to accompany
him, preferring instead flutes, an acoustic gu#gamale chorus, and the
Festival's own orquestra. It must have taken Veladot of courage to
present his song accompanied by a rock band, farag something
inadmissible in these festivals. If he had been sbke perfomer to
disrupt the festival’'s normality, perhaps historyould have been
different, but to close the evening of weird perfances, Gilberto Gil
came to the limelight accompanied by the ultramoderet then
unknown, Os Mutantes. Whereas Veloso’s lyrics fakeyria Alegrid
was the earth shattering part of his performarmesdasons which | will
later on mention, it was the live performance ob&ito Gil, and Os
Mutantes, for Gil's song “Domingo no Parque,” whishocked and
bewildered the audience. Gil played an acoustidaguisomething
acceptable for the leftists. Beside him, to hishtighere was a man
playing a ‘berimbay’*®® which was the physical personification of
“roots” music, and to his left there were Os Muémtthe best example
of a rock’n’roll band. The audience could not figut out, what were
they trying to prove? What were they trying to s&@&etano’s song
came in fourth, and Gil's came in second, but thpact they caused is
still immeasurable.

1968 was quite a year for the world, some eveniséyever
ended”: Martin Luther King Jr. was shot, the Vietaar roared at full
throttle, students’ manifestations were happeniogdawide. In Brazil,
things followed no different path. Students’ relogls led by UNE were
happening in major Brazilian capitals, some of ¢he=bels ominously
disappeared, the dictatorship was becoming morenamé powerful
and brutal. Veloso released his second album,cc@léetano Veloson

162 A string instrument used as percussion. Very nindashion for the leftists, after Vinicius
de Moraes and Baden Powell recorded “Os Afro-saimina$966, which exalted the black
culture, and black ‘roots’ music like capoeira, @huses the berimbau as percussion.
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January. In July, a group of artid¥d, who called themselves
tropicalistas, released the “manifest-album” calleopicalia, ou Panis
et Circensis Later on that same year, Gil released his seedimgm
called Gilberto Gil, Os Mutantes released their debut album called
Mutantes and Tom Zé also released his debut aloum cathead Zé All
these albums together give a clear blue-print ohtwvas slowly
growing inside these artists and in the world adbthem. They stand
out in time as something timeless. They are alwegsh, yet always
provoke a certain strangeness to the ears. Thethareornerstones of
the Tropicélia.

Right in the middle of all the political tensionigg on, the
artistic split-up which music faced because of idgizal differences,
and all the fervent activity going on globally, tbeappeared this group
of friends, who dressed differently, made dissonamisic, their
performance was even more daring than that of ttietsaof the Jovem
Guarda, and they were dead serious about theiinessz They were
neither left wing, nor right wing. They used thatgu— a lot of it — but
they made overtly elaborate musical arrangementactmmpany it.
Most of their lyrics were ambiguous or highly albegal. We are left to
think that each word had been carefully thoughtuatizefore it was
finally written. Each note, each musical movemeanterything, right
down to the artists’ clothes in their performant®swas a planned
absurdity.

Although 1968 ended in a tragic form for most Bliams, with
the “Ato Institucional Namero 5% issued on December the™.3 had
been rather prolific for the music sphere, duringstrof the year. All
these ingenious albums, previously mentioned, stonde for their
brilliance, yet, at the same time, complement eshbr with the best of
what each artist had to offer. These albums portsaypeculiar
characteristic of the Tropicalia, the constantaljak of various musical
styles. The lyrical wit of Caetano Veloso, the nd&tal perfection of
Gilberto Gil, the anarchical craziness of Os Muwtantthe sheer
brilliance of Capinam and Torquato Neto, the seuaststrident voice of
Gal Costa, the in-tune hoarse voice of Nara Lead, the electrified

163 Caetano Veloso, Gilberto Gil, Gal Costa, Rita Lamaldo Baptista, Sérgio Dias, Tom Zé,
Capinam, Torquato Neto, Nara Le&do, Rogério Dugtdip Medaglia, and Damiano Cozzella.
184 The Tropicalistas had a sagacious publicist-manaGeilherme Aradjo , expert of
pamphletary language, slogans, puns, and with kedisense of humor; he coined the clause
“Divino Maravilhoso.”

185 Institutional Act Number Five, the Al-5, which, ang other things, suspendedbeas
corpusfor crimes of political motivation, and closed tational Congress.



74

“repente™® of Tom Z&, combined with the avant-garde experiailest

musical arrangements of Rogério Duprat, Julio Médagnd Damiano
Cozzella produced the musical movement known apidéba. For
some researchet®’ the Tropicalia was more than a musical movement,
it became a cultural movement.

More than anything, the Tropicalia now presentslfitas a much
necessary full stop to a sad and morose path wBrelzilian music
seemed to be trailling during the second semes$tdre01960s. Due to
the dictatorship, leftwing artists’ main concern swawith the
commitment of their lyrics, everything else waseit disregarded, or
not even considered, while the right wing artiserevperfectly okay
with abiding by the strict rules, as long as thpeickets, and champagne
glasses, be kept the same way: full. Everythingh&x music industry
was heading towards radical extremes: “entreguisiase vamping
icons like The Beatles, and all the internatiomdibble pop, without any
modesty, and making millions out of it, while MPBtists were so
focused on their lyrics, that they ended up repgatiecade-old song
harmonies and instrumentation. There was no paeinbdtween, you
were either left, right, or left out. Much like tleats, the tropicalistas
sensed that the art they did needed a desperaeakriO Tropicalismo
surgiu mais de uma preocupacdo entusiasmada elasdéo do novo
do que propriamente como um movimento organizatfo.”

66 A folklorical tradition of Brazil, in which artist mingle the declamation of improvised
poetry with music. The word “repente” comes frome “cepente,” which means “all of a
sudden;” to indicate that the verses are improviakof a sudden.’

167 Santuza Cambraia Naves, Da Bossa Nova & Tropi@li€elso Favaretto, throughout his
book Tropicdlia Alegoria Alegriaand Sylvia Helena Cyntrdo, A Forma da Festa —
Tropicalismo: A Exploséo e Seus Estilhgga3.

%8 Said by Gilberto Gil in an interview for Auguste €ampos, from: Campos, Augusto de. O
Balanco da Bossa Sdo Paulo: Perspectiva, 1974. 193. Which redldse Tropicalismo
emerged more as an enthusiastic preocupationdadiitussion of the new than, properly, as a
movement.”
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CHAPTER VI

Tropical Ginsberg: The resonance of Allen Ginsbergn the
Tropicélia

6.1. Speaking to the masses

Mass culture[...]Jmixes and scrambles everything
together, producing what might be called
homogenized culture, after another American
achievement, the homogenization process that
distributes the globules of cream evenly
throughout the milk instead of allowing them to
float seperately on top.( Dwight Macdonaltf)

Time sure judges us all with its own peculiar disimation,
transforming some into angels, others into unknowtisers just aging
while living; nevertheless, considering the numbé&books Ginsberg
sold, and the number of records the tropicalistés, sve can assert that
Ginsberg and the Tropicalistas were mass commumgathe thought
that their poetry, songs, and work could reachahiermost lands, and
all the streets downtown, dazzled and hypnotizashgdAllen, and the
intriguing tropicalistas. In the beginning of theareer, Ginsberg and
the Tropicalistas were witnessing the birth of masslia, a much handy
tool which could fulfill their aspiration of reactg thousands of ears,
and eyes. Notwithstanding, mass communication vigishyhcriticized
as being something produced by technicians to merstertain, or
numb the masses. “True” art was still somethingy Veefined,” to be
kept inside museums, opera houses, libraries, heatres, and for a
select few, definetely not for the masses. ForelpaGinsberg and the
Tropicalistas were quite enamored of the possgjbitift reaching the
masses — the more the merrier — as they grappdeckly against this
dated elitist conception of art. What else is ‘mefl art,” but the
remaining dead shadow of the bourgeoisie? To Hawenasses in awe
because of you, that is the brilliance.

169 Mcdonald, Dwight. “A Theory of Mass Culture.” Masalture, the popular arts in America
Rosenberg, B. and White, D.M. Glencoe: The FreeR1E957. 62.
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However, the onus of this mass acceptance wagyaadizing
process which Ginsberg and the Tropicalistas githduzegan to
undergo. Ginsberg was criticized for his populaiterdture, heavily
garnished with street slang and curses, unresiraleise of lascivious
language, and complete disregard for traditiorexhdards of poetry, as
having no visual meter or rhyme. It would be almagbossible to find
a unifying central idea in “Howl,” one which coulgsolve all the
tensions contained in it, as it talks about almeserything that
bothered, inspired, and provoked Ginsberg; a calior of himself. As
for the tropicalistas, they were criticized, amdngber things, for their
pamphletary language, viewed as unfit for a lyfiche academic
opposition of critics, who had transformed poetnfoi a scientific
artform for few initiates, — New Criticism — thatirGberg faced,
affirmed that what he did was typewriting, not gt The Tropicalistas
were accused of being “entreguistas” by musiciandRB'"° artists —
who came from an elite musical heritage, the bossa-

Ginsberg and the Tropicalistas were criticized foaving
banalized their art, while producing it for the ses However, the art
they produced was at no point an unthought aaickyl million dollar
mistake, or whatsoever; on the contrary, it was ghm of countless
precision acts, and exaustive brainstorms, fromdminoming from
diverse areas. It is very important to point owttlsinsberg and the
Tropicalistas were very well informed of their owimes, about what
was going on, they were highly educated, and kneite qvell the path
they wanted to trail, and the goals they wantedetch. Ginsberg and
the Tropicalistas came from solid middle-class fesj which could
afford good schools to their future brilliant kids.

Ginsberg’s pursuit of a new language, an “elegy fbe
generation,** violently breaking off from “traditional” academic
poetry, almost repeated itself when the Tropicadistirst emerged
during the late 1960s in Brazil, yearning for aimsal sound,” which,
in turn, led to fervent ideological and musicalstles. Ginsberg was
censored, and went to court under the charge afeoitty, and Gilberto
Gil had his song, “Questdo de Ordem,” censoredhen“lil Festival
Internacional da Canc¢é&o.” Hélio Oiticica, in a 1988cle forJornal da

Manhg'’? while commenting on the chaotic presentation oét&ao

10 Musica Popular Brasileira
. Morgan, Bill. | Celebrate MyselfNew York: Penguin Books. 2006. 203.
172 entitled “A Trama da Terra que Treme (O sentideateguarda no grupo baiano)”
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Veloso, and Os Mutantes, in the same Festifahade a very pertinent
insight, not only about the Festival, but also aktbe ilogical situation
which art was going through

Esses festivais sdo como os saldes de arte
moderna e bienais: velhas estruturas que se
tornam cada vez mais académicas e sufocam
qualquer inovacat’”

Oiticica criticizes those who approach art by tngca distinct
line between “refined taste,” and “bad taste,” stimmg quiet common
back in 1950s, and 1960s, when there was stilldingadistinction
between “refined” art, and “bad” art. For art tnesv itself, Oiticica
believed, these two distinct styles had to colided cease to exist.
Whatever came out of that shock would be the nacgsiestiny of art.
As a result of this shock, the world came to knowmsBerg and the
Tropicalistas.

Perhaps the first similarity that blossoms when le@k at the
initial bursts of Ginsberg and the Tropicalistaswlaeir ability to make
an ‘“elite” art reach the “marginal,” yet greategrjion of society.
Author James J. Farrell reminds us that:

[w]ith the City Light Press and bookstore, and bl
readings in bars and coffeehouses, Ferlingfi&tind

the Beats began to change the way people related to
poetry. They tried to make their populist poetrypplar

by bringing it out of the academy and into theetse'®

The same relation can be seen when UEBgrofessor, Evelina
Hosiel, comments on the Tropicalishe suggests that it managed to:

173 Caetano sang “E Proibido Proibir” and was booed.

174 Coelho, Frederico, and Cohn, Sergio TropicR# de Janeiro: Beco do Azogue, 2008.
146. Which reads, “These festivals are like the enodart galleries and bienais: old structures
that become each time more academic and suffongtmaovation.” Author’s translation.

75 Author’s note: Farrell refers to Lawrence Ferlegitjh owner of City Lights Bookstore.

16 Farell, James JThe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 62.

7 Universidade Federal da Bahia (Federal Univefi§ahia)
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Deslocar a arte do espago no qual sempre existiu
como objeto sacralizado — museu, biblioteca
etc.[sic] — para integra-la no quotidiano, nas ruas
nas pracas publica$,

Or in other words, reach the masses. This deszioglprocess of
producing a much refined and “sacralized” art, fioe masses, was
definetely a giant step into uncharted lands, whadk a lot of guts.
After all, to mix the “marginal” with the “elite” was all but a calm and
easy thing to do.

To bring the “elite” to the “marginal” is the samae releasing an
innocent ten year old Manhattan school girl, fresh of a fifth-grade
class, into some grotesque, and smelly, Harlenetstiieis quite grim.
Dr. Frankenstein, the “arian,” suddenly has a fiorepiphany: his
creation, the monster, the untouchable, can eas#ypower him. That
is to bring the “elite” to the “marginal,” and thist why the elite panics
with the mere thought that it could happen. Theursg connection
between the New Criticism and the MPB artists igeqavident when
we analyze what they were trying to maintain: tiadal elitist
standards of art. The New Ciriticism critics coulok wonceive that a
new literary movement and cultural revolution werapting with every
“marginal” stanza that Ginsberg made and said,gasthe MPB artists
could not admit that the “marginal” sound the Toatistas were doing
would become a musical and cultural revolution.

The poetry analysis conducted by the New Criticisas left us
with a very elaborate research into poetry on actoaf having
approached art as science. However, this analysisrbes extremist
when it relegates to a second plan the importahtieeoauthor, and the
contextualization of his/her art, while trying toeate a pantheon of
poems flying around through time with no authorctdl creator. God
might know what critics would say about “The HolldvMen,” had it
been penned by Hitler with another title, “Mein Kaifii To approach
poetry as science is to overlook its essence, wimh hardly be
described by words. If we were to approach therpagtGinsberg and
the Tropicalistas’ songs strickly for the purpogeextual analysis, we
would probably be grasping less than half of whiieém\Ginsberg and

178 Hoisel, Evelina, Supercaos: Os Estilhacos da kukin Panamérica e Nacdes UnicRi®
de Janeiro: Civilizagdo Brasileira, 1980. 41. Whielads, “Dislocate art from the space in
which it always existed as a sacralized object seum, library, etc. — to integreate it in the
daily life, on streets, public parks.” Author’s isdation.
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the Tropicélia were about.

As for the MPB artists, they became so profundhgtad with
the engageé music scenario of the 1960s that thethdd any song
whose lyric did not talk about any form of commitmhenvolvement, or
participation in the artistic struggle against taity oppression, and any
artist who did not dress like, talk like, and akélan MPB artist, a burnt
out replica of the bossa-nova artist. The sondagtaf the MPB artists
from the mid-1960s onwards is quite respectabld, iafluential, i.e.
Edu Lobo’s, and Carlos Lyra’s, but the sound ofrteengs still had that
same feeling of the then decade old bossa-nova.cbbé beat and
feeling of the bossa-nova songs, the first ‘elgamba of Brazil, had
been revolutionary during the late 1950s, and eE®§0s, but almost a
decade later the cool became common, and the bpatitive. MPB
artists were completely adverse to pop music, piafg rather, the
popular samba. As we have seen, they criticized Tiropicalistas,
calling them entreguistas, for bonding with Nortmérican and British
rock’n’roll, while they bonded with North Americalazz.

New Criticism and MPB artists criticized exacthethame thing,
the incapability of the beats and tropicalistasr@intaining an elitist
cultural tradition in their respective arts. Gingl®® art and the
Tropicalistas’ artwere transgressive in their challenge against their
predecessors, — New Criticism, and Musica Populasiira — and
revolutionary in their devouring predecessors, mRiatics, and bossa-
nova — and transforming it into something new. Tigto their art,
Ginsberg and the Tropicalistas managed to captitfte@emasses, and
irritate the bourgeoisie, while promoting a breaktitgh in mixing
“elite” art and “marginal” art. The dying traditions to whidhet elite
held itself with hands and teeth had its days amlinproving that art
will always renew itself, whether we want it, graspike it, or live to
see it.

6.2. The new becomes old, the old becomes new

As the present now
Will later be past
The order is
Rapidly fadinT...]
For the times they are a-chandift'.

9 Dylan, Bob. “The Times They Are A’ Changing.” Thiegmes They Are A’ ChangingSony,
1967. Long-Play.
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Ginsberg and other beat writers, already in 194%rew
collectively creating a somewhat philosophical apgh to life, and art,
which they called “New Vision™° This “new vision” later evolved into
the “flow of consciousness” — first thought, belbught — way of
writing which some beats, like Burroughs, Ginsbamy Kerouac, used.
They encouraged each other to let their consci@ssfiew, and write
the first thought that came to their mind. Thisotl of consciousness”
produced the unigue characteristic of beat litemtuts jazzlike
capability of perpetual freshness, almost a comstaprovisation. A
decade later the Tropicalistas were also lookimgaftdiscussion of the
new,”® wanting to make music for the “universal listehepmething
brand new with the latest gadgets and effects. $tegs had a
spontaneous sort of tone, as can be heard in tlggnrideg of
“Tropicalia,” when the percusionist, Dirceu, impieed a line or two.

Quando Pero Vaz Caminha descobriu que as
terras brasileiras eram férteis e verdejantes,
escreveu uma carta ao rei: Tudo que nela se
planta, tudo cresce e floresce. E 0 Gauss na época
gravou'®

American poetry was definitely getting better by thook after
1945; yet it was also becoming each time more “eddk® As for
Ginsberg, poetry had to be as raw as possible. WMais a unique
characteristic of Ginsberg, his demotic speech lapaf covering a
whole constellation of subjects in just one statizenok him a while to
get it, but when he finally got it, it never ceadedimprove. “Howl!”
(1956) was Ginsberg’s first poem to contain a ottarastic personal
voice and sentiment spilled all over it; it is vetifferent from “Song”
(1954), “Wild Orphan” (1952), or even “Supermarket California”
(1955), and “Sunflower Sutra” (same year).

180 Morgan, Bill. | Celebrate MyselfNew York: Penguin Books. 2006. 59.

81 As previously mentioned. Curiously enough there also many similarities with the
movements “Nova Objetividade Brasileira,” and tk@rfema Novo.”

182 \Which means “When Pero Vaz Caminha discoveredttizaBrazilian lands were fertile and
verdant, [he] wrote a letter to the king: Everythihat in her we plant, everything grows and
blossoms. And the Gauss of the time recorded.” {@s translation) Gauss was the sound
engineer of the recording.

18 A term used by American poet Robert Lowell to defhis poetry, so as to say that it was
carefully tailored for as long as it took.
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“Song” and “Wild Orphan” follow a similar breathingow, and
text structure; “Song” ends with: “I always wantedreturn to the body
where | was born,” a quite typicalearning of a solitary orphan.
“Supermarket in California” and “Sunflower Sutraéesn to be too
ornamented, in search of something intangible. Testical and
aimless wandering in “Supermarket in Californias”’ibGinsberg wants
Whitman to read him his horoscol&,seems to permeate “Sunflower
Sutra,” which, in turn, posseses a somewhat “Badah” opium gaze
of a sunflower®® taking the reader for a ride through Ginsberg’s
stupefied mind. As mentioned before, it took Gimgbenany years
before he could discover his poetic voice.

“Howl” was written during 1955 and 1956. Its contiep was an
arduous process for Ginsberg, with many trials eners, editing,
cutting, and lapidation, until it was finally readynd no doubt worth it.
With “Howl” Ginsberg finally found his own voice, his own
celebrations and damnations. Within “Howl” we saeragmented
writer — he has been hacked, humiliated, beaterang,shattered. He
had seen “the best minds of his generation destrbyemadness'®®
What generation? A generation of atomic kids whoeataught that one
day they could be playing in the play-ground, alhdfaa sudden a giant
Soviet airplane may appear hovering a 30 kilotomibgust a few miles
away. Atop all that, what could a Jewish homosexwéh a mother in
the mental asylum possibly write about?

“Howl!” cooked inside Ginsberg for 30 years, the beas drawn,
the line was pulled, and the arrow fired; bull’'ssegll its strophes are
errants, as they saunter through the poem, backamth, making it
seem that each strophe carries a vague echo ofhalt strophes. T.S.
Eliot's conception e uma poesia impessoal, abolindo a primeira
pessoa, 0 ‘eu’ do autg!®’ which dominated most of the poetry being
made in the 1950s in the United Stdf@syas instantly dismissed as
Ginsberg started “Howl” with the first-person sifepy an
acknowledgment to Whitman. “Howl” must have soundédct a
grotesque and prolonged affirmation of foul languagnd bad poetry,

184 \Where are we going, Walt Whitman?”

185 “L ook at the Sunflower, he Said, there was a dgrmay shadow against the sky, big as a
man, sitting dry on top of a pile of ancient sawitius

18 previously mentioned.

187 Wwiller, Claudio. “Beats & Rebelido” L&PM Editorektda. Alma Beat Porto Alegre:
L&PM, 1984. 40. Which reads, “of an impersonaltppeabolishing the first person, the ‘I of
the author.”

188 perhaps the extreme of this can be seen withGuramings, as all the “I”s contained in his
poetry are written “i".
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for older poets, but it was exactly what the masgegung Americans
wanted to hear, a contained scream. Ginsberg vealy t® assume all
the “marginals,” and praise them.

“Howl” was a celebration of something old — Whitrisanall for
future poets — through the way Neal Cassady ustalkte- the “hippest”
way of talking. It was a trumpet call over an emfpyd, which sprang
forth a generation of contesters, and protesterth YWowl” Ginsberg
managed to make his “elegy for the generation,’itasecame what
every young transgressor of Ginsberg’s time wddnglabout, selling
thousands of copies. This elegy is also a love essidn to the poet's
predecessors — Blake, Baudelaire, Rimbaud, Whitaad,many others
— while he rants about everyday occurrences oflifées What he
assumed, a generation of Americans also assunelatGinsberg had
finally mastered his art, and matured his soul @anid to the point of
producing a highly refined poem, with lines likenggelheaded hipsters
burning for the ancient heavenly connection todtaery dynamo in the
machinery of night,” and still very much in touclithvstreet English, as
in “the whole boatload of sensitive bullshit!”

The same ability to mingle the traditional with thedern, that
Ginsberg mastered and portrayed in his poetry,beaseen in songs of
the Tropicélia. However, it also took the tropists a long time to
attain this ability. Caetano and Gil, somewhat raenbf the Tropicalia,
released three albums (Caetano one, and Gil twaghwsound not very
different from the amounting sameness which theoritgjof Brazilian
musicians seemed to be producing, before the athanifestTropicalia
ou Panis et CircensisCaetano’s first albuni)omingq sounds as a one-
way street to Bahia. A homage to an aging samhba avitrippled walk,
it manages only to authenticate Caetano’s immatait a musician;
Caetano himself called the album “sub-bossa-ndVaThe album has
no electric guitars in it. On the other hand, Gfiist two albums —
Salvador 1962-196and Louvacdo— already present a musician with
excellent abilities, capable of creating rare gemsh as “Roda,” with
its involving rhythm, and brilliant harmony, butlistimid, and chaste, if
we are to consider such songs from his next albaniQuestdo de
Ordem,” and “Margindlia 2,” when Gil finally eledied his songs and
performance.

Many of the tropicalistas believed that the lasaithrough in
Brazilian music had occurred with the song “ChegaShudade,” a

18 Caetano Veloso Online“Contracapa do Disco Domingo.” 11 December 2009.
http://www.caetanoveloso.com.br/sec_discogra_tepthm®?language=pt_BR&id=1
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Vinicius de Moraes lyric, for a Tom Jobim arrangeinéo be performed
by Jodo Gilberto. The song was magnificent, coreplatifferent from
everything else, and seemed to point to a new &woripr Brazilian
music. Because the first stanza of the song taditedit suffering, vai
minha tristeza e diz a ela que sem ela ndo pod&'¥sit began with a
minor key, something quite rare in those days, stoagive a morose
tone to it. Jodo Gilberto’s voice was almost a ywéis also something
never heard before in samba. Because of the largeestration of
samba songs, which made them sound like a streatiggaor carnival
song, samba singers sang their songs with all ithizcen their lungs.
“Chega de Saudade” was like spring for young masgi who rejoiced
and sang along with it endlessly; it seemed to ttedim that a new
musical movement was erupting, which indeed was.

“Chega de Saudade” was the cornerstone of the {nussa
Within the song lied all the ideals of the movementisical simplicity,
romantic lyrics, a soft way of singing, and a csalind which still today
mesmerizes artists from all corners of the worlie $ong was the result
of the pilgremage white intellectuals did to thanst to learn how to
play the samba. Slowly the samba began an “elgizprocess, lyrics
began to change, as previously mentiofiédnd the samba listener was
no longer the slum inhabitant, but the rich fol&nfr Rio’s South zone.
The samba stopped talking about the daily lifehef sambista? a life
of misery, pain, and suffering, and began to tdlkwa the life of the
elite, and its struggle to find love, to fight aggti military oppression,
and how to doze off and watch the sunset; it wasbiginning of the
decadence.

The tropicalistas sensed that decadence, and dettide it was
time to put an end to it. Just like Ginsberg, whought that poetry
needed to trail different paths, the tropicaligddasided that what music
needed was not another Chico Buarque, or Edu Larmb definitely not
another samba. Instead, they believed that whatilBwa music needed
was a “universal sound” to its songs, to integradeld music into local
music. While the MPB artists ran away from elecitogadgets, and
mass communication, like Satan from the crosstrticalistas decided
to embrace it. They had open arms, and heartshé Beatles, Bob
Dylan, Jimi Hendrix, and rock'n'roll, yet, also fdrossa-nova, Latin
American rhythms, and African music. Tropicalistidved into artists

190+Go, my sadness, and tell her that without herdn’t be”
1 n the chapter about the Tropicéalia.
192 samba song writer.
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like Vicente Celestind?® Catulo da Paixdo Ceareri$é,and Carmen
Mirandal®® which many MPB artists had set aside, or disc@mettl
Whereas Ginsberg was inspired by Whitman, and wlige
Cassady spoke, thus welding the traditional wite thodern, the
tropicalistas devoured the archaic and producedrtbgern. According

to Celso Favaretto,

[a]s cancbes tropicalistas resultam quase sempre
da mescla de ritmos brasileiros tradicionais
(urbanos ou folcléricos) com ritmos que foram
difundidos pelo radio, disco, televisdo e cinema:

samba, rumba, baido, ponto de macumba, rock,
bolero®®

This amalgamation of a vast reference list intartlmiversal
sound depicts the very essence of the tropicalistéamiliar song that
sounds strange. Some songs combined the archaied sofi the
macumbd&’’ with the ultra modern amplifier exploding Jimi Hix*%®,
they mixed José de Alencar and Goncalves 'Dlasith Stockhauseff®
Brusquely, the refined sound of the MPB became gingabohemian,
solitarily sipping its final days in some long fotten bar, as the clash
between “electric’ and “acoustic” roared. Indeede tfropicélia
appeared, perhaps above everything else, as soqetbiv, different,
dissonant, a parody of the tropicalistas themsgbed their time.

Claudio Willer says that, [fjlodo movimento de ruptura e
vanguarda € também, ao mesmo tempo, a retomada rde u
tradicda”®®' If we are to consider this phrase while analyzing
Ginsberg's poetrd)? and the Tropicalia, it proves itself to be quitght.

193 Caetano sings his “Coracéo Materno” in “Tropigéiu Panis et Circensis.”

9% One of his hits is called “Luar do Sertdo.” OneCafetano’s verses for his song “Tropicélia”
reads, “a cabeleira esconde atras da verde niasa do sert&o.”

1% Who most tropicalistas are confessed admirers.

1% Favaretto, Celso. Tropicdlia: Alegoria, Alegr&fio Paulo: Kairos, 1979. 121.

97 As in “Batmacumba,” which utilizes a bongo,a pesian instrument very characteristic of
the macumba.

1% The guitar distortion, and wha-wha effects, whidandrix loved so much, are ever so
present throughout the Tropicalia songs, like “Baet Circensis,” “Minha Menina,”
“Batmacumba.”

199 Favaretto, Celso. Tropicélia: Alegoria, Alegr@#io Paulo, Kairos, 1979. 74.

20 German avant-garde composer of the twentieth ogntme of the pioneers of electronic
music.

2L willer, Claudio. Geragéio Bed®orto Alegre: L&PM. 2009. 44.

202 Considering that his poetry was an intrinsic jpéthe beat movement.
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Ginsberg was the anti-Christ for the Formalists Biesv Criticism, just
as the MPB artists saw the Tropicalia as the wtbisg that could ever
happen to Brazilian music. Ginsberg praised Whitntlae tropicalistas
utilized Goncalves Dias, and José de Alencar. Girgsbertainly wanted
to ‘celebrate himself,” and did so by reading ettging his hands could
grasp, — from the bible to Kerouac — digestingthtise words, and
creating his ‘elegy for the generation,” as thodglving the masses
speak through him. The tropicalistas performed taakiof cultural
anthropophagy, as they did much more than justuteaspecific artist,
i.e. Hendrix, they ate the entire culture surrongdsuch artist — the
guitar sound, clothes, behavior, and stage acteofdHx — and produced
something completely different, yet still resembliklendrix a tupi-
Hendrix.

Through these processes, Ginsberg and the tropiEcmalinanaged
to disrupt the cultural activities of their time.yBpromoting a
counterculture that suggested that a new depictibrreality was
necessary, one which could talk about a world ltlegfan its ambiguous
globalization, Ginsberg and the tropicalistas pathesl way for a new
language, fragmented, illogical, with a twisted serof time, and a
bizarre juxtaposition of images. The world was chag ever so fast,
and a new world order molded behavior, fashionnenucs, politics,
geography, arts, everything. Through their art, sSBarg and the
tropicalistas managed to leave for future genematithe least factual,
but, perhaps, most precise, depiction of the bretity of their days.

6.3. Kaleidoscopic Reality: Splinters, Chaos, andiie New World

Meus olhos convergem para
todas as coisas

Que de todos os lados
convergem para mim.

(5-6) (Murilo Mendes¥*

The conflicting and threatening societies that cunded
Ginsberg and the tropicalistas served as amplerialafer inspiration.
They were able to capture an essence of their ahgrggeneration in

293 Mendes, Murilo. “Piramide,” Poesia Completa e Brds Murilo MendesRio de Janeiro:
Editora Nova Aguilar, 1994. 265
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their poetry and songs. The atomic presidents figaestar generals had
made life simple; you either played their game, parished, thus
reducing all opposition to bits and pieces, whileyt assured that it was
for a greater cause. Radical times call for radicdions, and so it was
with Ginsberg and the tropicalistas; their art wesdical and

countercultural. Ginsberg’'s poems reflect his sifegagainst the death
of the individual, forced into an enslaving job,daoverpowered by a
crushing socio-political reality, and his fear dktdeath of humanity,
wiped out by the atomic mushroom. “Ginsberg andBkat generation
were especially attentive and appreciative of edayylife around them,
and theI%/Ajuxtaposed imminent doom with the immanéatity of their

poetry.”®* Meanwhile, the tropicalistas lived in a countrycestly

usurped by a military dictatorship and ready torofseeir horizons for a
massive foreign investment; their songs reflechdease surroundings:

O procedimento inicial do tropicalismo inseria-se

na linha da modernidade: incorporava o carater
explosivo do momento as experiéncias culturais
que vinham se processando; retrabalhava, além
disso, as informag¢des entdo vividas como

necessidade, que passavam pelo filtro da
importacad®

To reflect such turbulent times, Ginberg's poemd ahe
tropicalistas’ songs had to be contradictory, ibady fragmented, and
sarcastic. Ginsberg was witnessing and particigatinthe birth of the
counterculture, at the same time that the UnitedeStbegan to live the
ages of extremes, breeding billionaires, and pmacamorporations. The
tropicalistas were riding the counterculture wavésapeak, the flower
power seemed to be spreading as an uncontrollables, vand
revolutions erupted worldwide; perhaps Jim Morriseas right, “they
got the guns but we got the numbers. There were sparks on every
corner, things seemed to be changing with an stirae speed, as the
1950s and 1960s youngsters were proving that tteidual had the
power of the social.

204 Farell, James Jrhe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 53.

2% Favaretto, Celso. Tropicélia: Alegoria, Alegrio Paulo, Kairos, 1979. 31.

2% yerse from song “Five to One.”
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The arts — cinema, fine arts, theatre, literat@ed music —
appeared to be converging one into the other, dss$pg academic
boundaries. The films directed by Glauber Rochan<leaic Godard, and
Michelangelo Antonioni were sometimes made with agdimno script,
but, instead, with a poem which the actors readaaeld out as best as
they could. The exhibits of Hélio Qiticica, the at® of Andy Warhol,
and Marcel Duchamp’s Etant Donfi8amade it seem that the creation
of art was finally being removed from the handsadfists. Theatre
companies like Teatro Oficina, Living Theatre, &ywken Theatre argued
that the boundaries between stage and audience tavelbe at once
eliminated. Books like José Agrippino de Paul&afiAméricd’ Julio
Cortazar's Hopscotct?® and Tom Wolfe's Electric Kool-Aid Acid
Test"?* presented the reader to a whole new differentalijescope,
with different ways of reading the same book, ahdring the already
invisible limit between fiction and reality. Muséis, and bands, like
John Cagé™ The Beatles, and The Dodrg, whether through live
performances, video-clips, or albums, brought masgone step closer
to the audience.

Ginsberg and the tropicalistas were very much tinet with
what was going on in the art world, creating poend songs which
depicted these explosive and chaotic times. Reldity been ransacked
so savagely by the modernists that it was redusetbthing more than
splinters for the 1950s and 1960s. Such splintersyery well portrayed
by Ginsberg and the tropicalistas, especially iairtuxtaposition of
unrelated words. In both cases the juxtapositiormisde between
conflicting images, which represent diverging idemsd ideals. In
Ginsberg’s case the juxtaposition is between thedsvthydrogen” and
“jukebox,” found in the poemHowl.” As with the tropicalistas, the
juxtaposition can be seen in the song written bgt&@@ Veloso, and
Gilberto Gil, “Batmacumba,” between the words “batrh and

27 A massive wooden door with two peep holes, whiahité the observer to become
participant.

2% Which invites the reader to read the book throagheral different forms, i.e. only odd
numbered chapters.

209 Wolfe’s account of the journey of the bus Furthaross the United States. The bus’ pilot,
Ken Kesey, along with the crew, Merry Pranksteiistributed LSD during their trip, and
promoted probably the first raves ever. A pionegrirork of the New Journalism.

210 Famous for his 1952 composition in three movemealied “4,33”, in which no notes are
played. The noise of the audience is what conssttite composition.

211 Famous for live performances that grew out of minSometimes the lead singer of the
band, Jim Morrison, went off stage to sing and dawith the audience, or wailed from the
limelight: “what are you going to do about it?”
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“macumba.” In both cases the juxtaposition reflgetscisely the kind of
society which the author(s) lived in, and how theyperienced such
chaotic times.

Ginsberg’s line reads “listening to the crack ofodobon the
hydrogen jukebox.” We are left to think that theaker is about to hear
the beginning of the end, through a jukebox. Girglpgays with two
antagonizing ideas: that of listening to a jukebexassociated with a
leisure activity — and hearing the explosion ofyalrbgen bomb — a
macabre feeling. The jukebox, in 1956, year of “H&w first
publication, was an object associated with the lyoutith rock'n’roll,
cars, greasers, noisy restaurants reeking of tespoe and leaking
Brando imitators. As for the hydrogen bomb, it epiized the fear
culture, and made the ordinary American think abostant death. By
juxtaposing these two words Ginsberg dissects therfcan society of
the 1950s, on one extreme lies the rebellious yqudtverful, colorful,
and ready to change the world while listening ® jitkebox, and at the
other extreme, the cold and necrotic advancesiefse and technology,
whose latest achievement was the hydrogen bomispmpiéication of
Moloch, Ginsberg's generation.

The lyric for the song “Batmacumba” goes as follows
“Batmacumba ié-ié Batmacumba oba.” The song bihdscbmic book
superhero Batman to the ancestral religion-musiBmizilian slaves,
“macumbd Caetano and Gil juxtapose two words that represeo
distinct cultural references, that of the Americarntural industry, an
emerging international market in Brazil, represdrtg comic books, —
very keenly portrayed by the somber “Dark Knighténd a traditional
Brazilian cultural element, and practice, which &egvith slave$ By
placing these discrepant elements together theyagesh to typify
Oswald's anthropophagy brilliantly. As the song ald$ itself, one
syllable is taken out of the lyric after every barpr measure — thus
making “batmacumba ié-ié batmacumba oba” becomg thd initial
“ba” in the exact middle of the song. Through thisicretist process,
these unrelated images become one, the internh@mathe national
are bound through the phoneme “ba”. The “ié-i€”"efemring to the
Beatles song “She Loves You” — and the “oba” —méfg to the slang
that many Brazilian rockers used to say — becomedme thing.

%12 Coincidently also referred to as ‘witchcraft, ‘btack magic.’
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By intentionally fusing these diverse elements,
“Batmacumba” suggests that products of the
multinational culture industry like Batman and
rock have been “Brazilianized” and, conversely,
that Afro-Brazilian religion is central to Brazifia
modernity and not to a folkloric vestige of a
premodern past®

Another characteristic of the 1950s and 1960s whahbe seen
in Ginsberg’s poems and songs from the tropicalistathe lack of
“traditional” chronology which the world began tgperience. With the
advent of television, in which live programs weredxicast over a large
geographical area, giving the spectator the seamsatif watching
someone who is not really there, the traditionaiomoof time-space
received another blow, perhaps as brutal as theatngby Einstein’s
Theory of Relativity. With global live transmissioof events — the
Vietanm war being the first televised war in higter things got even
more weird, as Americans could see American saldidying in
Vietnam, Viethamese civilians dying, and all thenstoous reality of
wars, sitting comfortably on their couches, backgir hometowns.

In the meantime, in Brazil, the country had jusithts capital in
the heart of the land, sparing no expenses, thesiog its arms for
foreign investments of all kinds. But the radiaméain of “progress”
and “order” was soon obscured by the omnipoterdefaf the military.
Thousands dissapeared, thousands were taken id daydight, beaten
up, and released in the darkest hour of the neyhd, other thousands
were intimidated, subdued, punished in the moairmm manners, and
silenced. Day to day life seemed to be a streanmawfnclusive acts,
with no apparent chronology, and tomorrow’s skiemsnsed starless.

This lack of chronology can be seen very clearlyGinsberg’s
poem, “America.” In it, Ginsberg exposes his cormity praises, and
frustrations, in face of “America,” as well as miatling thoughts which
America somewhat imposed upon him. The poem followsapparent
chronology, as the only time reference we havenithe second line,
which reads: “America two dollars and twentysevents January 17,
1956.7'* From there on, Ginsberg begins a frenetic lisththings and
situations —assertions, demands, and curses — but with noeadblie

213 Dunn, Christopher._Brutality Garden: Tropicaliadaithe Emergence of a Brazilian
CountercultureNorth Carolina, University of North Carolina Pre2601. 128.

214 Ginsberg, Allen. Howl and other poen#0" ed. Ed. Lawrence Ferlinghetti and Nancy J.
Peters. San Francisco: City Lights Bookstore, 1392.
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connection, only a stream of wild rap. A break se¢éorhappen between
lines 46 and 47. As Ginsberg changes his scopelonger is he
complaining, or praising, but addressing, and wimen says, “I'm
adrressing you,” America is implicit. The secondtd the poem gives
it a social perspective, Ginsberg is no longer laasp complainer, but
acts as a spokesman, as he criticizes the obsedsioany Americans
with readingTime magazine. On line 58 he even compares himself to
America, “It occurs to me that | am America,” ortly finish off this
second part of the poem, in the next line (59)saying, “I am talking
to myself again.” With this line we are baffled daleft to think that this
entire second part was not much more than a daliriu

The poem’s third and concluding part is where Géngbmentions
the paranoia which America makes him suffer, &&gins with “Asia is
rising against me.” It is also in the third partesd Ginsberg sounds his
protests, as in “free Tom Moone$® The third part also mentions the
Russians, the communist hunt and the colonizatibnthe native
Americans. Even though the poem can be dividedthmee three parts,
which could be said to have each a unifying thenAenerica — there is
still no conclusion to the poem; it does not resdtgelf, neither does it
bring about any solutions. Rather, it is a prolahgarrative of events
and statements that share no chronological orabgicler.

This lack of chronological and logical order aso be seen in
the song “Baby,” written by Caetano Veloso. Thegsoritiates with the
striking of what sounds like two sticks, marking ttempo, and a bass
guitar swaying in gentle pace. An acoustic guitagibs with up-beat
tempo. Drums enter the song adorning the tempo avitharecteristic
bossa-nova beat. Strings are heard next withamquillo™® mood to
them, while playing a high pitched melody, givingetlistener the
sensation of serenity. We are left with the sensatiat the song will be
a smooth ode to joy. With an unpretentious tonevaite, Gal Costa
begins the song by addressing the listener, “Vosiée’ says, the listener
stops to pay attention, and she puzzles us witht wbaes next,
“precisa saber da piscin&'*

From there on Gal continues to address the listsaging that it
should do various things, all of which sound asueags “know about
the swimming pool.” The song refers to Chico BuafstiCarolina,**?

215 American labour leader, and socialist.

218 Tranquil

27\Which reads, “You need to know about about therswing pool.”

218 A solitary girl that longs for a lost love, and i Chico tries to console with tender words.
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Roberto Carlos, and exalts Sdo Paulo — indirecthg the “best city of
South America.” Indirectly, also, we may consideattthe song talks
about international companies drilling Brazilianils;m search of
petroleum, when Gal advises the listener to “kndwou gasoline.”
When Gal says that the listener should “learn Bhgliit can also be
interpreted as two things: as a process of “Amaiag” Brazil which
suggests that Brazilians ought to learn Englishoroter to survive the
modern world, or the growing presence of Americaltuce in Brazilian
culture. The song also suggests that the listeheuld “have an ice
cream in the snack bar.” On this sentence the igdirectly talks about
the youth, by mentioning a food very unique to ygstars, the ice
cream, and a very popular gathering place for yquewple, the snack
bar. The song talks about many subjects, thoughrerity, which do not
relate with each other, and which do not follow faonological, or
logical, order. All the suggestions the singer gite the listener could
be made with another order of listing, and the sangld still remain
indecipherable. The song sounds like musical assgmlof what an
average twenty-year-old Brazilian should know about

Even though some poems which Ginsberg has writtet,songs
the tropicalistas have made, as the aforementiaredambiguous, who
will deny that the 1950s and 1960s were ambiguegsades? This New
World of the 1950s and 1960s was rapidly growingafucontrol, with
global minds connected through TV sets, rock, angsgchedelic
counterculture. Riots were exploding all over thebg, Cuba, Brazil,
Korea, United States, France, England, as ‘isn@eaped overnight and
changed the lives of thousands in less than 24shdrnotesters were
emerging everywhere, John Lennon, Hélio Oiticicdbid Hoffman,
Bob Dylan, Martin Luther King Jr., Nelson Mandethe list goes on
and on, and the amount of information cointainedaoh of these names
stretches to the unknown regions of our brains,uheonscious, and
beyond. Each one of them was ready to put theiy lbodthe line for an
ideal, an ideal which inevitably made millions hdtem, even kill some
of them. This New World offered virtually infinitgpossiblities to
individuals, to persons who were willing to transfiotheir bodies into
lines of the long and endless Poem of Life, indiald ready to
overcome geographical limitations and boundaries, lkecome world
citizens.
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6.4. Poetic Bodies in Action

The poet becomes a seer through a long, immense,
and reasoned derangement of all senses. All
shapes of love, suffering, madness. He searches
himself, he exhausts all poisons in himself, to
keep only the quintessences. (Arthur Rimb&idd)

The 1950s and 1960s were decades of body expoauck,
liberation, in all aspects. Freedom of speech (@& censored for
obcenity), of the mind (conscious expansion), eftlody (free sex with
the pill, mini skirts, beat-hippie nudity, Westazinilization had not seen
so much skin ever since the first contact with Aiggar indians), of the
individual (Civil Rights, Feminism). All these figghfor Freedom, these
human callings, these global manifestations ares amt single
individuals who gave their bodies and mind for asea A multitude of
Jack’s is just a multitude, but a crowd of indivadki stands as solid as
adamantium. In these two decades, humans managedntwect the
world with live transmissions of wars, news, comgerparades,
manifestations, or anything a camera could foaeits on.

This body presence can be seen very distinctivély Ginsberg,
and the beats, who “claimed that the privatizatainthe body was
political, and[...] transformed their own bodies irtody politic.”?° If
we analyze strictly the poems of Allen Ginsberghpes, one could say
that the gentleman was not the best amongst fefloets, but if we
consider that a poem like “Howl” was read, sometim® crowds of
several thousands, it is very different. It is elifint because here is a
poetwho realized the social significance which his dad, and all the
consequences implied by such thought, and decidedate and
challenge critics, the Federal Government of théddnStates, a whole
generation of fear and conformity, with only hisepts as weapon of
choice. To perceive such a monumental dispensafi@mergy, money,
time, and life, for an ideal — peace — is what oright consider to be
noble. Ginsberg made all that rattle, and diffeegnast by reading
poetry, writing books, and being there, no gunsyiotence, nothing but
poems and a bare body.

219 Arthur Rimbaud in Charters, Ann. ed. The PenguinlB of Beats Hardmondsworth:
Penguin, 1992. p.xi

220 Farell, James Jrhe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 64.
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In a 1957 article forThe New Yorkerentitted “The Beat
Generation,” Richard Eberhart, American East Cpast, describes a
public reading of poetry in San Francisco, of Gerghand other poets:

Hundreds from about sixteen to thirty may show
up and engage in an enthusiastic, freewheeling
celebration of poetry, an analougue of which was
jazz thirty years ago. The audience participates,
shouting and stamping, interrupting and
applauding. Poetry here has become a tangible
social force, moving and unifying its auditors,
releasing the energies of the audience through
spoken, even shouted verse, in a way at present
unique to this regiod**

The only thing Eberhart could never have foreseas that that
social force did most definitely not to remain wnégto that region. The
idea that individuals were able to interfere witie tsocial, which
Ginsberg and the beats disseminated like virtuoesghers, spread
throughout the world. Ginsberg was committing hilihge political
struggles, talking about peace when presidents wakisng about war,
teaching individuals how to love when people wereght to hate. He
did all that by exalting the importance of indivaducommittment.
Instead of villifying mass culture, he preferred gpread his word
through it, while reiteratinghe power of the individual

A very clear similarity can be seen with the tra@figtas, as Hilda
Lontra points out in her essay “Tropicalismo: A Ibgdio e Seus
Estilhacos,” when she says,

[o] tropicalismo apresentou uma proposta
centrada no homem, elemento desencadeador das
relagdes sociai&’

Instead of attaining themselves to nationalist Igleand national
identity, which carried implicit contradictions,ehropicalistas preferred
to be open minded and receptive to world artisthek¥as the MPB

221 Hyde, Lewis. ed. On The Poetry of Allen Ginsbehgn Arbour: University of Michigan
Press, 1984. 24.

222 |n Cyntréo, Sylvia Helena. A Forma da Festa — baljsmo: A Exploséo e Seus Estilhacos
Brasilia: Editora Universidade de Brasilia, 2000. 6
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artists of the time were ignoring the brilliant \wayf some international
artists, by naively placing such works into catéggr such as
‘rock’n’roll,” the tropicalistas were incorporatinipese artists, and their
work. The tropicalistas liked rock’n’roll, but thégved rockers like Jimi
Hendrix, Bob Dylan, and John Lennon, because tlatsts, their
lyrics, their guitar distortion, their live perfoemces, their transgression,
and their witty sarcasm meant a lot more to theit¢adistas than just
rock’'n’roll.

Very much like Ginsberg, the tropicalistas wergmarters of
mass communication, seeing much more benefits thah maleficence.
When the Tropicalia first erupted most of its dstiwere all young kids
in their twenties. For them, to have the chancanoplifying their voice
over the hills through means of electric gadgetsl eeaching several
thousands by means of TV sets was splendid, wastlgxahat they
wanted. They knew that if they could extend thaiices, and songs,
over the country, and have people hearing themtloey, would make it
count. These new tools could fulfill their wildetteams, it could make
their individual actions reach society with justlegk on the amplifier's
on button, or a click on TV’s remote control.

Ginsberg and the tropicalistas knew that, to nzakldference and
be remembered, their poems and songs had to esdatah the
individual to the social. It is very easy to makpratest for peace inside
your own room, or to play a rock tune with an uiggjed guitar, inside
your bathroom. Nevertheless, if you want to maker\art significant it
has to reach people, it has to make it betweemttieidual and society;
solitary acts stranded in time are nothing morenthsolated and
insignificant mimetic representations. Ginsberg and the tropsitzi
knew that to reach the masses where they wantedeinguts, in their
minds, they needed to drop the social mask of nidgmahich people
were made to wear, and trail the path of madndsanarchy. As they
were firm believers that individual commitment wasmust’ for any
revolution, their live performances — poetry readin regarding
Ginsberg, and concerts, regarding the tropicalistagre radical to the
core.

If we analyze the public readings of poetry prozdaby Ginsberg
and the beats, where people connected and freatséhees under the
spell of Ginsberg's voice, it is very similar toetlexhilarating concerts
of Os Mutantes, were the audience would forgenthigary dictatorship
for a while, and sing alongetl quis cantar minha cangéo iluminada de
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sol”??® Both readings and concerts are extremely anarfdticheir
times; Ginsberg would sometimes wear brightly cadorbody size
tunics, or become completely naked to read his ppernhile Os
Mutantes would wear costumes, and plastic ouditel scream, howl,
and roar. This anarchic image which Ginsberg arel ttbpicalistas
managed to portray so well was definitely a fastbich contributed to
their mass appeal, as it made them stand out,derasstatement, it was
political, and showed people that it was certastynething they had
never seen before.

If only they could have forseen it all, what cotilave happened?
If only young Allen could have just a single glinepsf all the frenetic
eyes which would read his “Howl,” or attend his diegs. How
different would a man like Gilberto Gil be, if onlys dark brown eyes
could have but blinked to the image of countlesspfee singing all his
songs, when he was rehearsing backstage with Oanitést for their
presentation in the 1967 “lll Festival de MdUsicapBlar Brasileira?”
These distinct individuals, Ginsberg and the trajpgtas, with time,
were able to prove to the world that their anaranazyness was only
superficial, because deep down they were incredibigrt people, with
a keen sense of humor, open minded, and readyofoortow; deep
down all that crazyness made perfect sense.

6.5. Making Sense

A Usina, de um lado. O artesanato no meio. E o
primitivismo do outrg**
(Gilberto Gil)

If we analyze in depth Ginsberg’s poems, and thepitalia
songs, they make a lot of sense, they talk ab@ittihings, situations,
ideas, people, and with a highly elaborate thoutthtHow!” we can
find protest against Eisenhower, Oppenheimer, pssdactories, and
oppressors, and praise for people like Jack KeroNaal Cassady, St.
John of The Cross, and Edgar Allan Poe. What thawvs is that he
discusses extremely popular themes of the 1950t wés on the mind

223 \Which reads, “ | wanted to sing my song illumirtatgith sun.” Author’s translation.

224 Coelho, Frederico, and Cohn, Sergio Tropic&ti@ de Janeiro: Beco do Azogue, 2008. 89.
Gil talking about his presentation in the “Ill Fesl da Musica Popular Brasileira” with Os
Mutantes on one side, and Dirceu “Chuchu” playmgtierimbau on the other side.



9€

of the cool youth of the United States, for ins@npeace, socialism,
atomic holocaust, Buddhism, drugs, sex, meditat@m@ Communism.
This youth was by no means an alienated youthhercontrary, most of
them were healthy social agitators, quick-wittedaters, in a never
ending quest for ectasyive RimabutlGinsberg’s poems are fragments
of this generation, they are a loud calling for ygyeople, they have
the bare minimum, they are naked, raw, viscerali.be

Some of the references Ginsberg makes are hiddbsudrile as
in, “Adonis of Denver,” who is Neal Cassady. Insted openly saying
he thought Cassady was a deity, and declaring J@dasting love to
him, Ginsberg leaves the message hidden and stitlbistorians and
biographers to grasp, but for the average Amerioasimply imagine a
Greco-Phoenician myth strolling around the freeztrgets of Denver.
Some other references are said in allegories dslwlpch![...]JAshcans
and unobtainable dollars,” here “[a]Jshcans and taiohble dollars”
could be representing endless nights in an offtbain smoking killer
cigarettes, and always waiting for an unexisting whose pay is
monumental. While other references are given thtiaugtaphors as in,
“whose fate is a cloud of sexless hydrogen!” Théoud of sexless
hydrogen” could be interpreted as a haunting imetgia description of
the future as it refers to the possibility of therity of humans as a
consequence of several atomic bombs having exploddde earth’s
atmosphere. Most of the things he talks about apé directly
mentioned, and, thus, hard to grasp. Neverthethiss does not mean
that they are lacking content, or superficial, lagreated. This shows that
“Howl” is a highly elaborate poem, with a strongdgrertinent criticism
towards society, and towards men whose souls asingi Through his
idiosyncratic imagery, and peculiar versificati@insberg managed to
immortalize his generation. The superficial insanieveals a dense
poem, able to say much with few words, as eaclzataarries only the
naked truth of the subject it deals with. If we ¢ake a good look at a
country by hearing its “marginals,” then Ginsbergvg the world a
precise description of what it was like living imet 1950s United States
as an outsider.

This same apparent indetermination and subtletaddressing
political issues of Ginsberg's poems can be seesoine tropicalistas
songs, for example, “Geléia Geral,” composed byb&tb Gil and
Torquato Neto. If we hear, or read the songs’ §yr@s someone who
knows nothing about Brazilian history, or cultuidéntity, we certainly
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would not understand it. In the middle of the so@ijl says: ‘As
reliquias do Brasil: doce mulata malvada, um elepéSinatra’®* We
all know that the mulaf&’ is indeed a national banner, or even an
stereotypical icon of extreme nationalism sometinbes we also know
that Sinatra is not a relic of Brazil. So why dd &id Torquato say so?
They do it precisely to make us feel a senssti@ingeness, to question
what we take for national product, and internatigmaduct, national
identity, and international identity. Through aariic appropriation of an
American musical icon as a Brazilian relic, theyrevsubtly questioning
what was the national identity of Brazil. Was théitary dictatorship,
funded by the Americans, altering the identity ob#I? Was there a
powerful “Americanization” of the nation, and wortgbing on, and if
so, wouldn’t that also change what we consideronati identity?
Undoubtedly the answer to the three questions woellges.

The song’s chorus is repeated four times, and gfattsays: €
bumba-ié-ié é a mesma danca meu."bbhe “bumba-ié-ié” refers to
two distinct things: bumba-meu-boi, and the Beatlesg “She Loves
You.” Bumba-meu-boi is part of the Brazilian folkdg it is a mixture of
theatre and dance. The characters of the play -ahsimanimals, and
super-natural entities — interact with one anotaed the story revolves
around the death and resurrection of the bull (H&he Loves You”
was one of the highest selling Beatles songs, raagtbe, epitomized the
first phase of the fab-four. By juxtaposing these tistinct images, and
then saying that they are the same dance, my dédaGil and Torquato
are making a precise allegory of what Brazil wasmgdhrough in the
1960s, especially culturally: a struggle for a oadil identity, which was
bound to be forged because there was no such disiagunified national
identity, not with a country under a harsh dictahdp. With this in mind,
the title of the song becomes self-explanatory, “@eléia” (jelly) is
Brazil, its identity, its nationalism, its fictitis borders, and the “Geral”
is signifying that this jelly, under constant treorenation, has been
generalized, it has spread all over Brazil.

In both cases, Ginsberg’s poems and Tropicélia somgpst of
their significance lies in between the lines, inawvlis not said, but
suggested. In their reinterpretation of social &alulies another
similarity between Ginsberg and the Tropicalia. sbierg lived in a
society which tried to annul the individual as muwh possible, while
exalting the collectiveness of people under theecref democracy,

225 \Which reads: “The relics of Brazil: sweet wickedlata, a LP of Sinatra.”
226 A daughter of a white father and black mothewioe-versa.
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which would bring freedom and justice for all. Ondy select few
individuals were to be worshipped as Individualsyith capital “I” —
and they were the furthest thing possible from Rll&insberg.
Americans were to praise individuals who fought de@mocracy, who
supported the establishment, and who joined theréimns to spread the
American way of life to the world.

In “Howl,” Ginsberg creates a myth around charactghich he
sees as extraordinary individuals, and demonizeplpehe considers
sinister and plain evil. While doing this, he idateating Individuals, he
is exalting Individuality, either by praising or mpndemning people,
but always shedding light upon individuals. In teense of privileging
the individual over the collective model, Ginsbergbice (or howl) is
countercultural. For the average American Neal &#ssvas a bum, an
ex-con, hedonist slacker just like the rest ofdaeg, but for Ginsberg
he was the “Adonis of Denver,” a deity of vegetatiassociated with
virility and beauty. By characterizing Neal as AgpnGinsberg is
intrinsically saying he is unique, he is praiselWwgrt Ginsberg is
suggesting that here is an individual you do net eeeryday, because
he stands out, and becomes an Individual — witlitadaf.” It is also
interesting to point out that Ginsberg uses classig/thology, which is
usually related to elitist art, to characterizeepresentative of popular
culture. By doing so, Ginsberg is transgressivelgnystifying classical
mythology, and also placing popular culture side dige with elite
culture.

A very similar nullifying process of the individualas happening
in Brazil during most the 1960s. The military dreams that Brazilians
would wake up one fine day and decide to abide hw,Lthat all
Brazilians would accept the naturally imposed oroethe group, the
wolf pack. Unfourtunately for the military, that mot what happened in
Brazil, although they were tremendously aided girtattempt by mass
media. Through the TV, the military tried to nelit@ all oppositions.
This can be seen very clearly with rock’'n’roll, bhese, through the
media, the military managed to transform rock’n’ioto a product — as
with Roberto Carlos. By making rock’'n’roll ubiquite to us, they
instantly diminished it. At the same time that masgia had the ability
of neutralizing just abouany revolution, as long as the right people
were hired. It also managed to numb the massesvingghem dumb
entertainment. The news never talked about songethat could harm,
or affect the image of the military. The prograrhewed happy people,
happy families, and a Brazil on its way to becormangorld power. This
pasteurization of the population by means of thalimethrough the
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pressure of censorship, was a very guile stratdgptad by the military.

The same attempt which Ginsberg made of reintengretocial
values, can be seen in some Tropicalia songs, ¥amgle “Alegria,
Alegria,” composed by Caetano Veloso. The songiviled into two
parts, the first part talks about a person who sakound the streets,
and is bombarded with all sorts of disconnectediatitns and
information, as if he was being assaulted by masdian He mentions
everything from “presidents’ faces” to ‘“Brigitte BRMt,” from
“guerrillas” to “passionate kisses;” subjects whate might hear or see
in respectable newspapers, like “presidents’ facasd “guerrillas,”
mingled with subjects one might hear or see incidbhewspapers, as
“Brigitte Bardot,” and “passionate kisses.” By plag these diverse
images side by side, and making no apparent difterdetween them,
Veloso is reinterpreting social values. The secpad of the song
sounds more like a daydreaming of the singer;girsewith, ‘ela pensa
em casamento e eu nhunca mais fui a estdlaVeloso's second
response to the wedding (proposal?) is even mdfkniga as he says,
“eu tomo uma coca-cald*® His answer to one of the central social
pacts of the Catholic Brazilian nation was to drink American
beverage, and icon, creating, thus, a huge dismussier social values.
It is possible to interpret this aimless promenaedile being
bombarded by unrelated images, as a social conditibich many
Brazilians were living, massification, pasteurieati annulment. But it
is in the chorus that Veloso gives his subtle ngssas if justifying the
song'’s title, amid so much violence. In the firsbrus he sazys,o peito
cheio de amores vaos/ Eu vou/ Por que ndo? Pomau@"* and, on
the second, he ends the song with “Eu quero se@quéndo amor/ Eu
vou / Por que n&o? Por que n&8%This could be interpreted as
Caetano saying that even though we have beenied]liive have been
tormented, we have been beaten up, we can stity @ar living and
loving, why not?

While Ginsberg criticizes American society for hayitried to
establish the collective over the individual, Caetacriticizes the
nullifying process which mass media was trying torcé upon
Brazilians. While Ginsberg praises the individuay, turning humans

227 \Which reads, “She thinks about wedding, and | heeer went to shcool again.” Author's
translation.

228\Which reads, “I drink a coke.” Author’s translatio

229\Which reads, “The chest full of vain loves/ | Gé/hy not? Why not?” Author’s translation.
230 Which reads, “I want to carry on living, love il / Why not? Why not?” Author’s
translation.
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into myths, Caetano repeatedly cites mass medisiemd images to
discuss what mass media was doing to Brazil. Incéety that praised
the collective, the countercultural act was toggdhe individual, and in
a society which glorified mass media, the countéwcal act was to
demystify it. On a 1954 poem entitled “Song,” Gieb wrote, “The
weight of the world is love®! (1-2) Thirteen years later, Caetano
seemed to echo this blissful affirmative when heleeh his song,
“Alegria Alegria” with the question: “why not?”

21 Ginsberg, Allen. Howl and other poen#0" ed. Ed. Lawrence Ferlinghetti and Nancy J.
Peters. San Francisco: City Lights Bookstore, 1992.
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CHAPTER VII

Conclusio

[tlwo juxtaposed utterances belonging to diferrent
people who know nothing about one another, if
they only slightly converge on one and the same
subject (idea), inevitably enter into dialogical
relations with one anotHéf

It takes not much more than a poem or song tohreat to
people, move them, revolutionize their thoughtsidniand life. Poems
and songs can sometimes make us stop to consaepébhaps there
really is a very reasonable, logical, and cosmieptto it all. One act
right here and now becomes this gigantic chain \@nts, eternally
unwinding, producing a constant stream of todaysl here we are,
standing on the right nows. Who could ever gueasdlpoetry reading
in a small San Francisco gallery would provoke saigpark of energy?
A town, city, country, and an ocean-crossing spanlich before the
optical fiber that reached the minds of the troligtas many years later.
The hollering of Ginsberg and of the tropicalistaas a strong
resemblance; it is the youth rebelling againstdlieage, the marginal
against the elite, today facing yesterday. Ginslaerg the tropicalistas
were not normal, neither were they willing to toylde; as Caetano said
in his song, “Vaca Profana,t& perto ninguém é norm#*

Ginsberg, and the tropicalistas were well awar¢éhefpower of
their poems, songs, and presentations. Ginsberganwamnoisseur of
poetry”** and knew exactly what the minds of his generatigere
longing to hear, while the tropicalistas were kit musicians, who
were able to revolutionize the musical and cultumalustry of Brazil.
Ginsberg and the tropicalistas were definitely fiost-time travelers”
in the business, or lucky creatures who made g tane’ all of a
sudden they were, on the contrary, experienced artist® wiaited
patiently for their turn to come around; and whecame, they had a
pretty clear notion of what had to be done, and twwao it. It would be

232 Bakhtin, Mikhail M. Speech Genres & Other Late &ssTrans. Vern W. McGee. Austin:
University of Texas Press, 1986. 114-115.

233 \Which reads “up close nobody is normal.”

234 He even taught poetry at Naropa University, thek Jéerouac School of Disembodied
Poetics during the 1970's.
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wrong to consider such artists — Ginsberg and rib@dalistas — naive,
amateurs, or incompetent; quite the opposite, plegfected their craft to
the point of being able to improvise freely, andlsdifferent horizons.
These young men and women were reading ProustreSaand

Gongcalves Dias, listening to John Coltrane, WaBeretak, and John
Cage, writing about changing the world, while liyithrough years of
terror.

In the same way Farrell considers the beats thderecursors of
the American counterculture, so does Dunn regarntiadropicalistas as
precursors of the Brazilian counterculture. Ginglserd the tropicalistas
broke away from traditional standards of art, arehld with the
consequences. While Ginsberg managed to bring inéakpoetry and
society the continental force of the Individual #hacapital “l,” — the
tropicalistas managed to revolutionize the musical cultural industry
of Brazil by fighting for freedom of speech, and #ie freedoms
attached to the individual. Ginsberg’'s struggle dhd tropicalistas’
struggle went far beyond the limits of their artin§berg and the
tropicalistas gradually became more and nyugesonae non grataa
their native countries, which obviously gives ugamd hint about what
the people who were controlling such countries gmuabout
Ginsberg’s art and the tropicalistas’ art, and alsows how powerful
their workswere, for country leaders to be concerned abouh.thé
anyone back then thought that art was all abouaspig audiences,
soothing the ear, delighting the eyes, and relarangds, how big was
his/her mistake. The whole idea, at least for nedid Ginsberg and
the tropicalistas, is that their art was all baidttional and standard, it
was revolutionary. In the introduction toH6wl,” William Carlos
Williams describes the poem as “an arresting poeiterally he
[Ginsberg] has, from all the evidence, been throhgh.”*** On the
closing line of his introduction he warns us, “[ldack the edges of
your gowns, Ladies, we are going through hell."idikar warning can
be seen in the aforementioned article written byidH®iticica, “A
Trama da Terra que Treme (O Sentido de vanguardzrumgo Baiano),”
when he reminds us that:

25 Wwilliams, William Carlos. Introduction. Howl andiwer poems4d" ed. By Allen Ginsberg.
San Francisco: City Lights Bookstore, 1992. 8.
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Caetano e Gil, os Mutantes, Duprat, Tom Zé,
modificam estruturas, criam novas estruturas, sua
experiéncia é calcada numa modificagdo a longo
prazo, ndo se reduz a apresentacdes de chegar,
cantar, e pronto, voltar pra casa e dormir
sossegado depois de tomar uns whiskys.

When we think about Ginsberg, it is always relevarremember
that for him f{lliberdade de expresséo foi indissociavel do tedtes
limites da liberdade individual e das tentativas piejeta-la como
utopia politica”?*® Ginsberg could not simply write his poems and
pretend nothing evil and sinister was going on adothim, his
determination to make his thoughts reach peopled active
involvement with socio-political issues were ingim in his work, and
made all the difference. While everyone talked abouminent war,
Ginsberg talked about instant peace, while marigtanvere willing to
simply not talk about the Vietham war, or the Caiar, Ginsberg chose
to take his stand, and cry for peace. Not only lteddecide to write
about what he could not agree with, he also putbbdy on the line
while participating in public manifestations, prstt® gatherings,
happenings, and rallies. The context of Ginsbdifigsand work only
enriches the discussion of his poetry.

One of Ginsberg’s finest messages to the UniteteStand the
world was when he said, in 1956, “America I'm mdtimy queer
shoulder to the wheel.” By saying that he is affirgnhis condemned
sexual preference with an attitude that suggestisite does not really
care if anyone will hate him, hit him, or whatevieecause he does not
fear public exposure. He is confronting the milzad and reactionary
American society of the 1950s by assuming his hemaslity, his
individuality, and his freedom of expression. Whemsberg ends the
poem “America” with the line, “America I'm puttingy queer shoulder
to the wheel,” he leaves no doubts to the crazyboys and war freaks
that he was not going to give up or shut up. “H]personalist fashion,
he concludes by pledging his allegian&¥ et his pledge of allegiance
was to another ideal, that of confrontation, ancdsguming one’s self.
Ginsberg is getting right down to the job, someghilewed by many

2% Wiiller, Claudio._Geracdo BeaPorto Alegre: L&PM. 2009. 26. Which reads “freetof
expression was indissociable to the testing ofithi,s of individual freedom, and the attempts
of projecting [such freedom] as political utopiddthor’s translation.

27 Farell, James JThe Spirit of The Sixties: Making Post War Radisali New York:
Routledge Publishing. 1997. 61.
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Americans of the 1950s as a noble and dignifying B the most
transgressive of all manners. A very similar confation can be seen in
a letter written by Gilberto Gil in 1970.

In 1970, the exiled Gilberto Gil received a prizea—Golden
Dolphin — from the Museu da Imagem e do $8nMIS), for his
farewell samba to Brazil, “Aquele Abraco,” which had written and
recorded just a few months before being force@#&we the country. Gil
rejected the prize through a letter published éjturnalO PasquimIn
this letter Gil attacked the entire industry thatswewarding him with
an “insignificant” dolphin, he also condemned wtthat industry
represented to him, an “asphyxiating cultural pwtkzation, moralist,
stupid, and reactionarg®® Very much like the confronting farewell tone
of Ginsberg’s “America I'm putting my queer shoulde the wheel,”
Gil also says, “Para mim, a essa altura, aceitam@o prémios ao
trabalho que fiz no Brasil ja ndo tem a menor irtfowia. Agora eu
estou on the road® Gil was many miles away from home, doing, and
searching other sounds, while having to work hargwinging London,
at that point he did not care if the MIS was praisiAquele Abraco,”
he did not need anything from the MIS, and ceryawms not going to
accept an award from an institution which, in tleeent past, had
vehemently stigmatized his work. Like Ginsberg, ®ds confronting
the conservative musical and cultural industriesBodizil, he would
continue doing his songs, his own style, no matftethers liked it or
not.

It is my belief that this research is significaot fll those who
wish to know a little bit more about beat liter&tuespecially the life
and work of poet Allen Ginsberg, as well as theatiom and
significance of the musical and cultural movemerdpicalia. There is
not much research about Allen Ginsberg, or theshéming conducted,
on the academic level, in Brazil, as far as | whle @0 research. My
(re)interpretation of the Tropicalia, in compariseith Allen Ginsberg'’s
work, is pioneering, and promotes another typeeifate over a much
commented topic. The proposition of this study waseconsider what
had been written about Ginsberg and the tropiealistvhile trying to
find similarities between them. Even though theatieh between

238 Museum of Image and Sound.

239 Coelho, Frederico, and Cohn, Sergio TropicR# de Janeiro: Beco do Azogue, 2008.
253. The original reads, “sempre esteve contratermeizacdo cultural asfixiante, moralista,
estupida e reacionaria.”

240 |bid. 231. Which reads, “for me, at this stageat¢oept or not prizes to the work that | did in
Brazil already have no importance whatsoever. Naw lon the road.”
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Ginsberg and the Tropicdlia seemed to be almosbssiple?** | was
able to find curious resonancafsGinsberg on the Tropicélia.

| believe that a possible next step in this redeaauld look at
what happened in the United States, and Brazil &iasberg and the
tropicalistas emerged, and try to find connectiand correspondences
there, which is something | chose to write lessuabbhe reason for that
choice was that | reckoned that there was much roorespondence
between Ginsberg and the tropicalistas in the feary prior to each
artist’s notoriety, as well as the innitial bursfseach revolution — Beat
and Tropicalia. As it happens, but only now do &,sthere is an
enormous correspondence between what happened Wnited States,
and Brazil after the emergence of Ginsberg andr@calistas. They
were able to directly alter the cultural, sociablifical and economic
structure of the societies they lived in. On thisep correspondence of
Ginsberg and the tropicalistas — what happenelderunited States and
Brazil after them — lies ample amount of matewabé analyzed.

The strength of Ginsberg and the tropicalistasoimething that
amazes me still today, their tenacity, their sttagtheir confidence that
they would win, whatever the odds, is impressivesady what they said,
and do what they did is not an easy task, it tajgs, ability, wit, and
perseverance. They put their lives on the line lamdies on stage, and
said what others wanted to say, but did not, dufeao When | think
about Ginsberg, and the tropicalistas, and theamsunt of things they
managed to accomplish | remember one of Walt Whitsnpoems*?
were he writes, “I am a man who, sauntering alorithomt fully
stopping, turns a casual look upon you and therrtaveis face,
[lleaving it to you to prove and define it, [e]xpieg the main things
from you.” (8-12) | think Whitman would be very prd of them.

241 Nelson Motta even told me when | tried to seeknseliwith him in an night of autographs
he was giving, “I do not think there is such a espondence, Ginsberg is all about jazz, and
the Tropicalia about rock.”

242 \Whitman, Walt. “Poets to Come.” The Pocket Boolkvisfdern Verse English & American
Poetry of The Last 100 Years From Walt Whitman tdab Thomas Ed. Williams, Oscar.
New York: Pocket Books Inc, 1954. 51.
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APPENDIX

“HOWl"

For Carl Solomon
[

| saw the best minds of my generation dgstidy
madness, starving hysterical naked,

dragging themselves through the negro stratedawn
looking for an angry fix,

angelheaded hipsters burning for the antieavenly
connection to the starry dynamdig tnachin-
ery of night,

who poverty and tatters and hollow-eyed laigth sat
up smoking in the supernatural dagsnof
cold-water flats floating across tbps of cities
contemplating jazz,

who bared their brains to Heaven undeihend
saw Mohammedan angels staggering e
ment roofs illuminated,

who passed through universities with rati@mol eyes
hallucinating Arkansas and BlakéHitragedy
among the scholars of war,

who were expelled from the academies farg&
publishing obscene odes on the wirgdof the
skull,

who cowered in unshaven rooms in underweaan-
ing their money in wastebaskets lestening
to the Terror through the wall,

who got busted in their pubic beards rahgmhrough
Laredo with a belt of marijuana kew York,

who ate fire in paint hotels or drank turfpee in
Paradise Alley, death, or purgatbtheeir
torsos night after night

with dreams, with drugs, with waking niglatres, al-
cohol and cock and endless balls,

incomparable blind; streets of shudderimydland



114

lightning in the mind leaping towardles of
Canada & Paterson, illuminatingtlad mo-
tionless world of Time between,

Peyote solidities of halls, backyard greee temetery
dawns, wine drunkenness over thé&aps,
storefront boroughs of teahead fig/meon
blinking traffic light, sun and moand tree
vibrations in the roaring winter #sof Brook-
lyn, ashcan rantings and kind kiggtl of mind,

who chained themselves to subways for tlikess
ride from Battery to holy Bronx oarizedrine
until the noise of wheels and ctaldbrought
them down shuddering mouth-wracked a
battered bleak of brain all drairddbrilliance
in the drear light of Zoo,

who sank all night in submarine light otBfiord's
floated out and sat through theesteder after
noon in desolate Fugazzi's, listgrimthe crack
of doom on the hydrogen jukebox,

who talked continuously seventy hours fimerk to
pad to bar to Bellevue to museunih&Brook-
lyn Bridge,

lost battalion of platonic conversationaligtmping
down the stoops off fire escapesndfidowsills
off Empire State out of the moon,

yacketayakking screaming vomiting whispeffacts
and memories and anecdotes and kit
and shocks of hospitals and jaild aars,

whole intellects disgorged in total recall §even days
and nights with brilliant eyes, méatthe
Synagogue cast on the pavement,

who vanished into nowhere Zen New Jerseyirigaa
trail of ambiguous picture postcanfi&tlantic
City Hall,

suffering Eastern sweats and Tangerian lpoinel-
ings and migraines of China undekjwith-
drawal in Newark's bleak furnishedm,

who wandered around and around at midnigtiie
railroad yard wondering where to god went,
leaving no broken hearts,



who

who

who

who

who

who

who

who

who

who

who

who

lit cigarettes in boxcars boxcars bogcacketing
through snow toward lonesome fammgrand-
father night,

studied Plotinus Poe St. John of thes€telep-
athy and bop kabbalah because thmas in-
stinctively vibrated at their featKansas,

loned it through the streets of Idabeking vis-
ionary indian angels who were visignindian
angels,

thought they were only mad when Baltieno
gleamed in supernatural ecstasy,

jumped in limousines with the Chinans&i®kla-
homa on the impulse of winter midrigtreet
light smalltown rain,

lounged hungry and lonesome throughsittou
seeking jazz or sex or soup, anidad the
brilliant Spaniard to converse abamnterica
and Eternity, a hopeless task, antbgk ship

to Africa,

disappeared into the volcanoes of Meleaving
behind nothing but the shadow ofghmees
and the lava and ash of poetry soadtin fire
place Chicago,

reappeared on the West Coast investig#ie
F.B.l. in beards and shorts with jpéagifist

eyes sexy in their dark skin passingincom-
prehensible leaflets,

burned cigarette holes in their arnmgsting
the narcotic tobacco haze of Capital
distributed Supercommunist pamphletdrion
Square weeping and undressing whéesirens
of Los Alamos wailed them down, avalled
down Wall, and the Staten Islandyf@iso
wailed,

broke down crying in white gymnasiunaked
and trembling before the machindrgtber
skeletons,

bit detectives in the neck and shriekéH delight
in policecars for committing no carbut their
own wild cooking pederasty and indation,

11¢
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who howled on their knees in the subway\aack
dragged off the roof waving genitatgl manu-
scripts,

who let themselves be fucked in the assdinytly
motorcyclists, and screamed with joy

who blew and were blown by those humanptena,
the sailors, caresses of Atlantid @aribbean
love,

who balled in the morning in the eveningsdse
gardens and the grass of publicparid
cemeteries scattering their semeelyrto
whomever come who may,

who hiccuped endlessly trying to giggle wound up
with a sob behind a partition in@HKish Bath
when the blond & naked angel camgi¢oce
them with a sword,

who lost their loveboys to the three oldesis of fate
the one eyed shrew of the hetercaledallar
the one eyed shrew that winks ouhefwomb
and the one eyed shrew that dodsmgpbut
sit on her ass and snip the intaliglogolden
threads of the craftsman's loom,

who copulated ecstatic and insatiate witlotle of
beer a sweetheart a package ofefigara can-
dle and fell off the bed, and conéd along
the floor and down the hall and ehtéenting
on the wall with a vision of ultineatunt and
come eluding the last gyzym of camssness,

who sweetened the snatches of a milliols giembling
in the sunset, and were red eydtdarmorning
but prepared to sweeten the sndttiecsun
rise, flashing buttocks under baand naked
in the lake,

who went out whoring through Colorado inriag
stolen night-cars, N.C., secret hdrthese
poems, cocksman and Adonis of Dejuer
to the memory of his innumerableslay girls
in empty lots & diner backyards, riehouses'
rickety rows, on mountaintops in €ser with
gaunt waitresses in familiar roaddimhely pet-
ticoat upliftings & especially secgas-station
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who

who

who

who

who

who

who

who

who

who

who

solipsisms of johns, & hometown wdl¢o0,
faded out in vast sordid movies, wérifted in
dreams, woke on a sudden Manhadiaah,
picked themselves up out of basesieang
over with heartless Tokay and harmfr Third
Avenue iron dreams & stumbled torapy-
ment offices,

walked all night with their shoes faflblood on
the snowbank docks waiting for ardadhe
East River to open to a room fulstdamheat
and opium,

created great suicidal dramas on tlagtiegent
cliff-banks of the Hudson under t@rtime
blue floodlight of the moon & théieads shall
be crowned with laurel in oblivion,

ate the lamb stew of the imaginatiodigested
the crab at the muddy bottom ofrikiers of
Bowery,

wept at the romance of the streets thighr
pushcarts full of onions and bad imyus

sat in boxes breathing in the darknesker the
bridge, and rose up to build harpsids in
their lofts,

coughed on the sixth floor of Harlerovened
with flame under the tubercular skyrounded
by orange crates of theology,

scribbled all night rocking and rollioger lofty
incantations which in the yellow mimg were
stanzas of gibberish,

cooked rotten animals lung heart fagbiorsht
& tortillas dreaming of the pure etaple
kingdom,

plunged themselves under meat truakdsing for
an egg,

threw their watches off the roof totdhegir ballot
for Eternity outside of Time, & ataiclocks

fell on their heads every day far tiext decade,
cut their wrists three times succedgiuasuccess-
fully, gave up and were forced t@o@ntique
stores where they thought they vgeosving

old and cried,
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who

who

who

who

who

who

who

who

who

were burned alive in their innocennfial suits
on Madison Avenue amid blasts ofleraverse
& the tanked-up clatter of the ir@giments

of fashion & the nitroglycerine s#ks of the
fairies of advertising & the mustagak of sinis-
ter intelligent editors, or were mown by the
drunken taxicabs of Absolute Reality
jumped off the Brooklyn Bridge this a&lly hap-
pened and walked away unknown angbitten
into the ghostly daze of Chinatownys alley
ways & firetrucks, not even one fbeser,

sang out of their windows in despail, dut of
the subway window, jumped in théjl Pas-
saic, leaped on negroes, criedat the street,
danced on broken wineglasses barsfoashed
phonograph records of nostalgic Basm
1930s German jazz finished the wdysknd
threw up groaning into the bloodyetp moans
in their ears and the blast of ceébsteam
whistles,

barreled down the highways of the astneying
to each other's hotrod-Golgothagalitude
watch or Birmingham jazz incarnation

drove crosscountry seventytwo houifintb out
if | had a vision or you had a visior he had

a vision to find out Eternity,

journeyed to Denver, who died in Denwvéro
came back to Denver & waited in yawho
watched over Denver & brooded & ldnre
Denver and finally went away to fiodt the
Time, & now Denver is lonesome fer heroes,
fell on their knees in hopeless cathisdoraying
for each other's salvation and ligid breasts,
until the soul illuminated its h&r a second,
crashed through their minds in jail tivayj for
impossible criminals with golden tdsand the
charm of reality in their hearts wéang sweet
blues to Alcatraz,

retired to Mexico to cultivate a habit,Rocky
Mount to tender Buddha or Tangierbays

or Southern Pacific to the blackdowotive or



Harvard to Narcissus to Woodlawthie
daisychain or grave,

who demanded sanity trials accusing therafdhyp
notism & were left with their insgni& their
hands & a hung jury,

who threw potato salad at CCNY lecturerPawaism
and subsequently presented thenselvehe
granite steps of the madhouse widven heads
and harlequin speech of suicide, atefing in-
stantaneous lobotomy,

and who were given instead the concrete gbinsulin
Metrazol electricity hydrotherapypko-
therapy occupational therapy pingpé&n
amnesia,

who in humorless protest overturned only syrabolic
pingpong table, resting briefly etatonia,

returning years later truly bald exceptdawig of
blood, and tears and fingers, tovibible mad
man doom of the wards of the mad®withe
East,

Pilgrim State's Rockland's and Greystorwetid
halls, bickering with the echoegha soul, rock-
ing and rolling in the midnight gatie-bench
dolmen-realms of love, dream of &faight-
mare, bodies turned to stone asyhaathe
moon,

with mother finally ****** and the last fatastic book
flung out of the tenement windowd dhe last
door closed at 4. A.M. and the tatgphone
slammed at the wall in reply and e fur-
nished room emptied down to the péeste of
mental furniture, a yellow paperedwisted
on a wire hanger in the closet, eaneh that
imaginary, nothing but a hopefulditbit of
hallucination

ah, Carl, while you are not safe | am radé sand
now you're really in the total anlreaup of
time
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and who therefore ran through the icy strebkessed
with a sudden flash of the alcherhthe use
of the ellipse the catalog the méiéine vibrat-
ing plane,

who dreamt and made incarnate gaps in BirSpace
through images juxtaposed, and &dppe
archangel of the soul between 2alisnages
and joined the elemental verbs atdre noun
and dash of consciousness togetineping
with sensation of Pater Omnipoteesefna
Deus

to recreate the syntax and measure of pomah
prose and stand before you speexhled intel-
ligent and shaking with shame, rigjdg/et con-
fessing out the soul to conformhte thythm
of thought in his naked and endhesszd,

the madman bum and angel beat in Time, unkno
yet putting down here what mightidftto say
in time come after death,

and rose reincarnate in the ghostly clotiigazz in
the goldhorn shadow of the bandlaed the
suffering of America's naked mind lfave into
an eli eli lamma lamma sabacthaxkopaone
cry that shivered the cities downhe last radio

with the absolute heart of the poem ofitechered
out of their own bodies good to #housand
years.

What sphinx of cement and aluminum basheshop
their skulls and ate up their braansl imagi-
nation?

Moloch! Solitude! Filth! Ugliness! Ashcanscaunob
tainable dollars! Children screamimgler the
stairways! Boys sobbing in armiesd @en
weeping in the parks!

Moloch! Moloch! Nightmare of Moloch! Molodhe
loveless! Mental Moloch! Moloch theavy
judger of men!
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Moloch the incomprehensible prison! Molobk t
crossbone soulless jailhouse andy€ms of
sorrows! Moloch whose buildings préagment!
Moloch the vast stone of war! Moldble stun-
ned governments!

Moloch whose mind is pure machinery! Moladmose
blood is running money! Moloch whdsgers
are ten armies! Moloch whose bresaatcanni-
bal dynamo! Moloch whose ear is aldnm
tomb!

Moloch whose eyes are a thousand blind wirsdio
Moloch whose skyscrapers stand énlding
streets like endless Jehovahs! Molshose fac-
tories dream and croak in the foglldth whose
smokestacks and antennae crownitiles!c

Moloch whose love is endless oil and stdvieloch
whose soul is electricity and baridgloch
whose poverty is the specter of geniioloch
whose fate is a cloud of sexlesgtyen!
Moloch whose name is the Mind!

Moloch in whom 1 sit lonely! Moloch in wholrdream
Angels! Crazy in Moloch! Cocksucler
Moloch! Lacklove and manless in Mdib

Moloch who entered my soul early! Molochwihom
| am a consciousness without a badiyfoch
who frightened me out of my natweestasy!
Moloch whom | abandon! Wake up inltin!
Light streaming out of the sky!

Moloch! Moloch! Robot apartments! invisitdaburbs!
skeleton treasuries! blind capitdisinonic
industries! spectral nations! invible mad
houses! granite cocks! monstroustsim

They broke their backs lifting Moloch to hea! Pave-
ments, trees, radios, tons! liftthg city to
Heaven which exists and is everywhadyout
us!

Visions! omens! hallucinations! miracless&sies!
gone down the American river!

Dreams! adorations! illuminations! religidtise whole
boatload of sensitive bullshit!
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Breakthroughs! over the river! flips and a@fixions!
gone down the flood! Highs! EpiphesiiDe-
spairs! Ten years' animal screangssarcides!
Minds! New loves! Mad generation\adoon
the rocks of Time!

Real holy laughter in the river! They sawllt the
wild eyes! the holy yells! They badeswell!
They jumped off the roof! to solildvaving!
carrying flowers! Down to the rivémto the
street!

Carl Solomon! I'm with you in Rockland
where you're madder than | am
I'm with you in Rockland
where you must feel very strange
I'm with you in Rockland
where you imitate the shade of mytrap
I'm with you in Rockland
where you've murdered your twelverseries
I'm with you in Rockland
where you laugh at this invisibleviar
I'm with you in Rockland
where we are great writers on theesdreadful
typewriter
I'm with you in Rockland
where your condition has becomeossrand
is reported on the radio
I'm with you in Rockland
where the faculties of the skulllonger admit
the worms of the senses
I'm with you in Rockland
where you drink the tea of the btea$ the
spinsters of Utica
I'm with you in Rockland
where you pun on the bodies of younses the
harpies of the Bronx
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I'm with you in Rockland
where you scream in a straightjathat you're
losing the game of the actual pingpof the
abyss

I'm with you in Rockland
where you bang on the catatonic gihe soul
is innocent and immortal it shou&ler die
ungodly in an armed madhouse

I'm with you in Rockland
where fifty more shocks will neveturn your
soul to its body again from its pilgage to a
cross in the void

I'm with you in Rockland
where you accuse your doctors driity and
plot the Hebrew socialist revolutiagainst the
fascist national Golgotha

I'm with you in Rockland
where you will split the heavend.ohg Island
and resurrect your living human 3gsam the
superhuman tomb

I'm with you in Rockland
where there are twenty-five-thousaratl com-
rades all together singing the fistaihzas of the
Internationale

I'm with you in Rockland
where we hug and kiss the UnitedeStander
our bedsheets the United Statesctaghs all
night and won't let us sleep

I'm with you in Rockland
where we wake up electrified outhef coma
by our own souls' airplanes roangr the
roof they've come to drop angeliobg the
hospital illuminates itself imagigavalls col-
lapse O skinny legions run outsidst&ry
spangled shock of mercy the etenaalis
here O victory forget your underwealre
free

I'm with you in Rockland
in my dreams you walk dripping frorsea-
journey on the highway across Anweiittears
to the door of my cottage in the @as night.
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“America”

America I've given you all and now I'm nothing.

America two dollars and twenty-seven cents Janliar956.

| can't stand my own mind.

America when will we end the human war?

Go fuck yourself with your atom bomb

| don't feel good don't bother me.

| won't write my poem till I'm in my right mind.

America when will you be angelic?

When will you take off your clothes?

When will you look at yourself through the grave?

When will you be worthy of your million Trotskyit@s

America why are your libraries full of tears?

America when will you send your eggs to India?

I'm sick of your insane demands.

When can | go into the supermarket and buy whatetnwith my good
looks?

America after all it is you and | who are perfeot the next world.
Your machinery is too much for me.

You made me want to be a saint.

There must be some other way to settle this argtimen
Burroughs is in Tangiers | don't think he'll conaek it's sinister.
Are you being sinister or is this some form of piced joke?

I'm trying to come to the point.

| refuse to give up my obsession.

America stop pushing | know what I'm doing.

America the plum blossoms are falling.

| haven't read the newspapers for months, evergdmebody goes on
trial for murder.

America | feel sentimental about the Wobllies.

America | used to be a communist when | was a kitllan not sorry.
| smoke marijuana every chance | get.

| sitin my house for days on end and stare atdkes in the closet.
When | go to Chinatown | get drunk and never gt la

My mind is made up there's going to be trouble.

You should have seen me reading Marx.

My psychoanalyst thinks I'm perfectly right.

| won't say the Lord's Prayer.

| have mystical visions and cosmic vibrations.
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America | still haven't told you what you did to tle Max after he
came over
from Russia.

I'm addressing you.

Are you going to let our emotional life be run biyie Magazine?
I'm obsessed by Time Magazine.

| read it every week.

Its cover stares at me every time | slink pastcthraer candystore.

| read it in the basement of the Berkeley Publlarary.

It's always telling me about responsibility. Busisgen are serious.
Movie producers are serious. Everybody's seriotisnau

It occurs to me that | am America.

| am talking to myself again.

Asia is rising against me.

| haven't got a chinaman's chance.

I'd better consider my national resources.

My national resources consist of two joints of juama millions of
genitals an unpublishable private literature theg1400 miles and
hour and twentyfivethousand mental institutions.

| say nothing about my prisons nor the millionsinterpriviliged who
live in my flowerpots under the light of five huredf suns.

| have abolished the whorehouses of France, Tanigi¢he next to go.
My ambition is to be President despite the fact khaa Catholic.

America how can | write a holy litany in your sillgood?

I will continue like Henry Ford my strophes areirgdividual as his
automobiles more so they're all different sexes

America | will sell you strophes $2500 apiece $800vn on your old
strophe

America free Tom Mooney

America save the Spanish Loyalists

America Sacco & Vanzetti must not die

America | am the Scottsboro boys.

America when | was seven momma took me to Comm@uait
meetings they sold us garbanzos a handful pertteckeket costs a
nickel and the speeches were free everybody wadiarsgd
sentimental about the workers it was all so singetehave no idea
what a good thing the party

was in 1835 Scott Nearing was a grand old manlarreasch Mother
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Bloor made me cry | once saw Israel Amter plaineiiglbody must have
been a spy.

America you don're really want to go to war.

America it's them bad Russians.

Them Russians them Russians and them ChinamenthandRussians.
The Russia wants to eat us alive. The Russia'sipmad. She wants to
take our cars from out our garages.

Her wants to grab Chicago. Her needs a Red Redlggest. her wants
our auto plants in Siberia. Him big bureaucracyning our
fillingstations.

That no good. Ugh. Him makes Indians learn reach hited big black
niggers.

Hah. Her make us all work sixteen hours a day. Help

America this is quite serious.

America this is the impression | get from lookimgtle television set.
America is this correct?

I'd better get right down to the job.

It's true | don't want to join the Army or turnhass in precision parts
factories, I'm nearsighted and psychopathic anyway.

America I'm putting my queer shoulder to the wheel.



“A Supermarket in California”

What thoughts | have of you tonight, Wathitman, for
| walked down the sidestreets under the trees avithadache
self-conscious looking at the full moon.

In my hungry fatigue, and shopping for ges, | went
into the neon fruit supermarket, dreaming of yawraerations!

What peaches and what penumbras! Wiaohdiés
shopping at night! Aisles full of husbands! Wiweghe
avocados, babies in the tomatoes!--and you, Ghariza, what
were you doing down by the watermelons?

| saw you, Walt Whitman, childless, loneld grubber,
poking among the meats in the refrigerator andngytie grocery
boys.

| heard you asking questions of each: Whedithe
pork chops? What price bananas? Are you my Angel?

| wandered in and out of the brilliant sta.ci cans
following you, and followed in my imagination byetlstore
detective.

We strode down the open corridors togetheur
solitary fancy tasting artichokes, possessing efremen
delicacy, and never passing the cashier.

Where are we going, Walt Whitman? The doors ciose
an hour. Which way does your beard point tonight?

(I touch your book and dream of our odyss the
supermarket and feel absurd.)

Will we walk all night through solitary sets? The
trees add shade to shade, lights out in the howsdkboth be
lonely.

Will we stroll dreaming of the lost Amegiof love
past blue automobiles in driveways, home to oensitottage?

Ah, dear father, graybeard, lonely old ega-teacher,
what America did you have when Charon quit polirgyféarry and
you got out on a smoking bank and stood watchiegtiat
disappear on the black waters of Lethe?
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“Sunflower Sutra”

| walked on the banks of the tincan banana dock and
sat down under the huge shade of a Southern
Pacific locomotive to look at the sunset over the
box house hills and cry.

Jack Kerouac sat beside me on a busted rusty iron
pole, companion, we thought the same thoughts
of the soul, bleak and blue and sad-eyed,
surrounded by the gnarled steel roots of trees of
machinery.

The oily water on the river mirrored the red skyn s
sank on top of final Frisco peaks, no fish in that
stream, no hermit in those mounts, just ourselves
rheumy-eyed and hungover like old bums
on the riverbank, tired and wily.

Look at the Sunflower, he said, there was a deay gr
shadow against the sky, big as a man, sitting
dry on top of a pile of ancient sawdust--

| rushed up enchanted--it was my first sunflower,
memories of Blake--my visions--Harlem

and Hells of the Eastern rivers, bridges clankiogs]
Greasy Sandwiches, dead baby carriages, black
treadless tires forgotten and unretreaded, the
poem of the riverbank, condoms & pots, steel
knives, nothing stainless, only the dank muck
and the razor-sharp artifacts passing into the
past

and the gray Sunflower poised against the sunset,
crackly bleak and dusty with the smut and smog
and smoke of olden locomotives in its eye--

corolla of bleary spikes pushed down and brokes lik
a battered crown, seeds fallen out of its face,
soon-to-be-toothless mouth of sunny air, sunrays
obliterated on its hairy head like a dried
wire spiderweb,

leaves stuck out like arms out of the stem, gesture
from the sawdust root, broke pieces of plaster
fallen out of the black twigs, a dead fly in itg,ea



Unholy battered old thing you were, my sunflower O
my soul, | loved you then!

The grime was no man's grime but death and human
locomotives,

all that dress of dust, that veil of darkened oaitt
skin, that smog of cheek, that eyelid of black
mis'ry, that sooty hand or phallus or protuberance
of artificial worse-than-dirt--industrial--
modern--all that civilization spotting your
crazy golden crown

and those blear thoughts of death and dusty loveles
eyes and ends and withered roots below, in the
home-pile of sand and sawdust, rubber dollar
bills, skin of machinery, the guts and innards
of the weeping coughing car, the empty lonely
tincans with their rusty tongues alack, what
more could | name, the smoked ashes of some
cock cigar, the cunts of wheelbarrows and the
milky breasts of cars, wornout asses out of chairs
& sphincters of dynamos--all these

entangled in your mummied roots--and you there
standing before me in the sunset, all your glory
in your form!

A perfect beauty of a sunflower! a perfect excdllen
lovely sunflower existence! a sweet natural eye
to the new hip moon, woke up alive and excited
grasping in the sunset shadow sunrise golden
monthly breeze!

How many flies buzzed round you innocent of your
grime, while you cursed the heavens of the
railroad and your flower soul?

Poor dead flower? when did you forget you were a
flower? when did you look at your skin and
decide you were an impotent dirty old locomotive?
the ghost of a locomotive? the specter and
shade of a once powerful mad American locomotive?

You were never no locomotive, Sunflower, you were a
sunflower!

And you Locomotive, you are a locomotive, forget me
not!
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So | grabbed up the skeleton thick sunflower andkst
it at my side like a scepter,

and deliver my sermon to my soul, and Jack’s soul
too, and anyone who'll listen,

--We're not our skin of grime, we're not our dread
bleak dusty imageless locomotive, we're all
beautiful golden sunflowers inside, we're blessed
by our own seed & golden hairy naked
accomplishment-bodies growing into mad black
formal sunflowers in the sunset, spied on by our
eyes under the shadow of the mad locomotive
riverbank sunset Frisco hilly tincan evening
sitdown vision.

usongn

The weight of the world
is love.

Under the burden

of solitude,

under the burden

of dissatisfaction

the weight,
the weight we carry
is love.

Who can deny?
In dreams

it touches

the body,

in thought
constructs

a miracle,

in imagination
anguishes

till born



in human

looks out of the heart
burning with purity
for the burden of life
is love,

but we carry the weight
wearily,

and so must rest

in the arms of love

at last,

must rest in the arms
of love.

No rest

without love,

no sleep
without dreams
of love

be mad or chill
obsessed with angels
or machines,
the final wish

is love

cannot be bitter,
cannot deny,
cannot withhold
if denied:

the weight is too heavy

must give

for no return

as thought

is given

in solitude

in all the excellence
of its excess.
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The warm bodies
shine together

in the darkness,
the hand moves

to the center

of the flesh,

the skin trembles

in happiness

and the soul comes
joyful to the eye

yes, yes,
that's what

| wanted,

| always wanted,

| always wanted,
to return

to the body
where | was born.

“Wild Orphan”

Blandly mother

takes him strolling

by railroad and by river

-he's the son of the absconded
hot rod angel-

and he imagines cars

and rides them in his dreams,

so lonely growing up among
the imaginary automobiles
and dead souls of Tarrytown

to create

out of his own imagination
the beauty of his wild
forebears-a mythology

he cannot inherit.



Will he later hallucinate
his gods? Waking
among mysteries with
an insane gleam

of recollection?

The recognition-
something so rare
in his soul,

met only in dreams
-nostalgias

of another life.

A guestion of the soul.
And the injured

losing their injury

in their innocence

-a cock, a cross,

an excellence of love.

And the father grieves
in flophouse
complexities of memory
a thousand miles

away, unknowing

of the unexpected
youthful stranger

bumming toward his door.

13¢
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“Batmacumba”

Batmakumbayéyé batmakumbaoba
Batmakumbayéyé batmakumbao
Batmakumbayéyé batmakumba
Batmakumbayéyé batmakum
Batmakumbayéyé batman
Batmakumbayéyé bat
Batmakumbayéyé ba
Batmakumbayéyé
Batmakumbayé

Batmakumba

Batmakum

Batman

Bat

Ba

Bat

Batman

Batmakum

Batmakumba

Batmakumbayé
Batmakumbayéyé
Batmakumbayéyé ba
Batmakumbayéyé bat
Batmakumbayéyé batman
Batmakumbayéyé batmakum
Batmakumbayéyé batmakumbao
Batmakumbayéyé batmakumbaoba
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“Baby”

Vocé precisa saber da piscina
Da margarina

Da Carolina

Da gasolina

Vocé precisa saber de mim
Baby baby

Eu sei que é assim

Vocé precisa tomar um sorvete
Na lanchonete

Andar com a gente

Me ver de perto

Ouvir aquela can¢do do Roberto
Baby baby

Ha quanto tempo

Vocé precisa aprender inglés
Precisa aprender 0 que eu sei
E o que eu ndo sei mais

E o que eu ndo sei mais

N&o sei, comigo vai tudo azul
Contigo vai tudo em paz
Vivemos na melhor cidade

Da América do Sul

Da América do Sul

Vocé precisa

Vocé precisa

Né&o sei

Leia na minha camisa

Baby baby

| love you
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“Geleia Geral”

Um poeta desfolha a bandeira e a manha tropidaice
Resplandente, cadente, fagueira num calor girassolalegria
Na geléia geral brasileira que o Jornal do Brasihaia

E, bumba-yé-yé-boi ano que vem, més que foi

E, bumba-yé-yé-yé é a mesma danca, meu boi

A alegria é a prova dos nove e a tristeza € teto geguro
Minha terra é onde o sol é mais limpo e Mangueoade o samba é
mais puro

Tumbadora na selva-selvagem, Pindorama, pais dmfut

E, bumba-yé-yé-boi ano que vem, més que foi

E, bumba-yé-yé-yé é a mesma danca, meu boi

E a mesma danca na sala, no Canecéo, na TV

E quem ndo danca ndo fala, assiste a tudo e se cala

N&o vé no meio da sala as reliquias do Brasil:

Doce mulata malvada, um LP de Sinatra, maracuja,deé&bril
Santo barroco baiano, superpoder de paisano, flaerépcéu de anil
Trés destaques da Portela, carne-seca na jarggl@pabjue chora por
mim

Um carnaval de verdade, hospitaleira amizade, litat® jardim
E, bumba-yé-yé-boi ano que vem, més que foi

E, bumba-yé-yé-yé é a mesma danca, meu boi

Plurialva, contente e brejeira miss linda Brasil ‘thom dia”

E outra moga também, Carolina, da janela examfobea

Salve o lindo pendéao dos seus olhos e a saude ghardrradia
E, bumba-y&-yé-boi ano que vem, més que foi

E, bumba-yé-yé-yé é a mesma danca, meu boi

Um poeta desfolha a bandeira e eu me sinto metitorido
Pego um jato, viajo, arrebento com o roteiro dassgntido
Voz do morro, pildo de concreto tropicéalia, banaa@asento

E, bumba-yé-yé-boi ano que vem, més que foi

E, bumba-yé-yé-yé é a mesma danca, meu boi



“Alegria Alegria”

Caminhando contra o vento
Sem len¢go sem documento
No sol de quase dezembro
Eu vou

O sol se reparte em crimes
Espaconaves, guerrilhas

Em Cardinales bonitas

Eu vou

Em caras de presidentes
Em grandes beijos de amor
Em dentes pernas bandeiras
Bomba e Brigitte Bardot

O sol nas bancas de revista
Me enche de alegria e preguica
Quem I|é tanta noticia?

Eu vou

Por entre fotos e nomes

Os olhos cheios de cores

O peito cheio de amores vaos
Eu vou

Por que ndo? Por que nao?
Ela pensa em casamento

E eu nunca mais fui a escola
Sem len¢go sem documento
Eu vou

Eu tomo uma coca-cola

Ela pensa em casamento

E uma cancdo me consola
Eu vou

Por entre fotos e nomes
Sem livros e sem fuzil

Sem fome sem telefone

No coracéo do Brasil

Ela nem sabe até pensei

Em cantar na televisédo

O sol é tdo bonito

Eu vou
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Sem lengo sem documento
Nada no bolso ou nas méos
Eu quero seguir vivendo amor
Eu vou

Por que ndo? Por que nao?

“Domingo no Parque”

O rei da brincadeira - &, José

O rei da confusao - &, Jodo

Um trabalhava na feira - &, José
Outro na construgéo - &, Jodo

A semana passada, no fim da semana
Jodao resolveu nédo brigar

No domingo de tarde saiu apressado
E néo foi pra Ribeira jogar

Capoeira

Né&o foi pra la pra Ribeira

Foi namorar

O José como sempre no fim da semana
Guardou a barraca e sumiu

Foi fazer no domingo um passeio no parque
L& perto da Boca do Rio

Foi no pargue que ele avistou
Juliana

Foi que ele viu

Juliana na roda com Joéo

Uma rosa e um sorvete ha mao
Juliana, seu sonho, uma iluséo
Juliana e 0 amigo Joao

O espinho da rosa feriu Zé

E o sorvete gelou seu coragao

O sorvete e arosa - 6, José

A rosa e o sorvete - 6, José

Oi, dancando no peito - 6, José

Do José brincalhdo - 6, José

O sorvete e arosa - 6, José

A rosa e o sorvete - 6, José

Oi, girando na mente - 6, José

Do José brincalhdo - 6, José



Juliana girando - oi, girando

Oi, na roda gigante - oi, girando
Oi, na roda gigante - oi, girando

O amigo Joéo - Joéo

O sorvete é morango - € vermelho
Oi, girando, e a rosa - é vermelha
Oi, girando, girando - é vermelha
Oi, girando, girando - olha a faca!
Olha o sangue na mao - &, José
Juliana no chéo - &, José

Outro corpo caido - &, José

Seu amigo, Jodo - é, José
Amanha néo tem feira - €, José
N&o tem mais construcéo - €, Jodo
N&o tem mais brincadeira - &, José
Nao tem mais confuséao - &, Jodo



