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In this thesis | study the role of culture in thentext of social movements. | argue that the role
of concrete cultural forms in protest movements$icachas undergone a rather small interest
in the Finnish study of social movements. | exanunkure in social movements by looking at
the “cultural turn” in social sciences, the risé‘méw social movements” and through the
theorizing of Pierre Bourdieu, Sarah Thornton ant Eyerman and Andrew Jamison. |
conceptualize culture as both the concrete culfuaatis (e.g. music, art, dancing) and as a
semiotic and cognitive system behind all action.

As an empirical case study, | adopt a cultural persve towards one protest
movement, the Finnish Reclaim the Streets —movemsdtith | consider as a cultural and
expressive form of collective action. The Reclaima Streets -demonstrations are political
carnivals, acts of non-violent civil disobedientie idea is to block a city street from car
traffic for couple of hours or one day. A partyhisld on the street. The idea behind the protest
is a critique of private traffic and of global ceglism. Using qualitative methods | examine
the role of concrete cultural forms, such as muasyjal art and bodily habitus in the Reclaim
the Streets —protest. My empirical data consist thieme interviews with the protestors,
analysis of flyers, posters and www-pages prodigeithe activists (micro-media) and an
ethnographical participatory observation with ongvést group in organizing a Reclaim the
Streets —event, and attending 3 Reclaim the Strgetdests in 2 different Finnish cities. |
analyze this data qualitatively by looking up themecording to my research questions.

The results of my thesis show that the culturanfthat the protestors are using have
important functions in the protest. | divide thésections to pragmatic and symbolic
functions. The pragmatic functions are relatechtogrotestors’ subcultural capital, their
ability to utilize subcultural resources and cudluneanings in order to recruit sympathizers
and make the protest event work. On a symbolid,l@eeording to my theoretical
interpretation the cultural forms are represenérapunter-cultural authenticity which opposes
a constructed commercial mainstream. | theorizettha performed countercultural
authenticity is an important aspect in producingtiovement’s cohesion and cognitive praxis
in Eyerman and Jamison’s terms.

Key words: Reclaim the Streets, new social movesjaatgnitive praxis, subcultural capital,
culture, protest



CONTENTS

LWHERE IS THE MUSIC ceiiiiieiee e e ettt 4411ttt et e e e e e e e e e e e eeeas 3

2 STUDYING CULTURE AND SOCIAL MOVEMENTS ..cctviiitiiiiieeaeeeeeesasssssssiennssssseeeeeeeeens 7

3 THE RECLAIM THE STREETS—MOVEMENT ...iiiiiiiiiitittttiieeeeeeeeeeeeeeeeeeesssesnsssseeeees 13

4 SOCIAL MOVEMENTS AFTER THE CULTURAL TURN ......uuiiiiiiiiiiieeeeeeeeeeeeaeeeeeeeassnnas 17
4.1 ‘Cultural turn’ in the social SCIENCES ....cccccoiiiiiiiiiiii e 17
4.2 NEeW SOCIAl MOVEMENTS......uveiiiiiiie s e eeeeeeeeaeaeeeeaassssssssensbsereeeeeeeeess 18

5 DATA AND ANALYSIS ..iiiiiititttitteeeeeeeeeeeeaaeeeeeesssssasmnseseeeaeeaaaaeeaeessassasaansnsennbsnnees 21
5.1 EMPIFCAL AAtA ... .ccciiiiieiiiiiieieeieeeei et s 21
5.2 Participatory observation and ethnography............ccccoovvvviiiieiiiiccccieee e 2.2
5.3 Semi-structured theme interviews and the mathadalysis..............cccoeeeeeee. 24
5.4 Other empirical data ............ccooviiiiieeeeeicre e 26

6 RECLAIM THE STREETS ANDCULTURAL FORMS......ciiiiiiiiiiiiiiiittnneeeeeeeeeeeeeeesenenenes 27
6.1 Cultural forms and their functions in the prefte..........cccoeeviiiiiiiiiiiiiiieiiiiiis 7.2
6.2 The SOUNT Of MUSIC ...ttt e e e e e 31
6.3 Pierre Bourdieu and CUITUIE..............oomeeerrmniiiaaae e e e e eeeeeeeeeeienieesennnneees 41
6.4 Subcultural Capital .........cccooiieeiiii e 45
6.5 Reclaim the Streets and subcultural capital...............coeiiiiiiiiiin. a7
6.6 The cognitive praxis apProach ...........ccccccceeeeeeeiieeeeeeiieer e e e e e 52
6.7 Movement artists and movement intellectualS..............ccccooeiiiiiiiiiiiiiiicennn. 56
6.8 Cultural forms as dimensions of the COgNItIKEXS ..........ccoevveeeeeeeeereeeeeeeiiinnns 57

7 PERFORMINGAUTHENTICITIES 1.ttt e eieiessee ettt e e ettt e e e e e ssessssnnssssssasseeeeeeeaeeeeas 65

REFERENCES. ... ttttttttttttttttee e e e e e e e e s s s s s st eee e e e e e e e e e e e s e s s s bbb bbbt e b e e eeeeeeeeeeennnnnnnes 68

APPENDIXL THEME INTERVIEW. ...0uuiititieeeetieeeeis e sttt s e eeaisesesnnssesesnsessanseessneeeennnnns 73



1 Where is the music?

The starting point of my master’s thesis is an ittt there’s something missing from the
social scientific research of social movements.riglsearch topic is the carnivalesque form of
social protest — Reclaim the Streets. The ReclharStreets -actions, also called Street Parties
(later in the text also abbreviated RTS), are alit carnivals which are arranged by
protestors on one or several streets. The ideab#otk the street from car traffic — to reclaim
it, take it from the cars and give it to the peopléor couple of hours or one day. A party is
held on the street; there are dj's playing maimgcteonic music, which is being amplified
through a PA system, people are dancing, drinkuggling, writing and drawing on the street
with spray paint or with chalk, skating, playingofabag or capoeira, or arranging football
matches. There are often some non-governmentalnisggeions presenting themselves,

communal kitchens selling food and some performsrggch as street theatre.

If | go to a Reclaim the Streets —event, | don’e sey movement networks or political
opportunity structures, which have been the foctighe mainstream social movement
researchers. Of course, movement networks act enbtickground providing actors with
resources, and political opportunity structuresbémanovements’ action. But for me, what |
see on the street, happening before my eyes, aplepdaving fun, enjoying the party,
dancing, having a picnic, drawing on the street] aftogether enjoying themselves in a
myriad of ways. And what | hear, filling the aircathe urban space around me, is music.
Repetitive electronic music that is being ampliftadough a huge pa-system, rolling reggae-
music, almost aggressive punk music. When | locthatresearch done on social movements
and demonstrations, | have to stop and ask; wisaiteei music? Where is the concrete culture

that is happening in such a colorful way in frohtry eyes?

Culture and protest have more or less been inteevihroughout human history. It is often
the role of artists to be politically active, angesific eras can be named, when political
contention was typically grounded to a culturalehasich as in the “sixties generation”. In the

sixties, there was one innovative group called Bnastd ry that acted out performative



actions on the Finnish streets in order to affeaffic policies; it can be seen as the
predecessor of the RTS (Larjavaara 2002).

However, Finnish social scientists have not beenkien on studying this cultural side of
political contention, as the cultural forms of msit have traditionally been seen as external to
the political claims. Globally, this started to olge after the 1960s radicalism. In the social
sciences, there has been a ‘cultural turn’ sineebtginning of the 1980s, which has also had
its consequences to the study of social movemdntshe sociological study of social
movements, the cultural turn has meant a growingrest on the cultural dimensions of the
protest. The development has also been linkedetoisle of the ‘new social movements’, from
the 1960s onwards. Some of the leading theoridtseriield of the culturally oriented study of
social movements have been Alberto Melucci (e.8519989) and his studies of social
movements as social constructions. Also Erving @aff's frame analytic perspective has
become a popular tool for grasping the phenomef@o@al movements, after the adaptation
of Snow et al. (1986). In Finland however, the ries¢ in cultural protest has been rather
limited. Some examples can be named, however, ascfuominen (1991) who has studied
the 1960s cultural protest in Finland, Paasone@5PWho has been interested in the media
activism on the Internet and Pyhtila (2005) witrs lHtudies on the 1960s Situationist

movement.

In this thesis | will first contemplate the versatmeaning of culture in social sciences and
form a general picture of the ‘cultural turn’ inetlstudy of social movements. Then, | will
examine culture as a sociological phenomenon throBgerre Bourdieu's work. As my
interest lies in the concrete level, | argue follogvRon Eyerman and Andrew Jamison (1998)
that theconcrete cultural elementlat the social movements have used in their tejpes of
action have undergone a significantly smaller edethan culture seen as a symbolic system
behind all action.

The point of view provided in this work is thatafrocess of production. Following Touraine
(1981) | see that the human societies have thecttgpd not only reproducing themselves and

maintaining a social system, but also a capaciyeteelop their own cultural orientations and



to alter them. According to Touraine, social movateare in the heart of the society, because
they are expressive actors who express embeddédaratubrientations within the society.
Social movements are the expression of the colledtiill, and therefore the study of social
movements is such an important part of sociologycokding to Touraine, one can study the
changes that have occurred in the society by exagiimhat the social movements are doing.
(Touraine ibid., 26—30; 59—60.)

Following Touraine and Eyerman and Jamison (199t@dt social movements as producers
of new ideas and values, rather than just reactimesternal strains. | argue that the action of
social movements is shaping the culture aroundhdspeoviding us with new meanings. In a
salient role in this process of production are tudtural forms that the protestors are
employing. The epistemological background of mysgtis a social constructionist approach. |
regard social movements as agents that constrodbadg and meanings and performatively
transmit these constructions to a wider audiencétu@l performance is the social process by
which actors display for others the meaning ofrtlseicial situation; it is this meaning that
they consciously or unconsciously wish to have isthelieve. If a performance is successful,
the result is a convincing and effective socialf@@nance that presents itself as natural and
authentic. (Alexander 2004.)

It seems to me that the lack of interest in corceettural forms is a deficit in the sociological
study of social movements. After presenting sonscharinciples of the relationship between
culture and social movements, in this thesis | amerested in examining the concrete,
pragmatic uses of cultural forms in the action rapees of social movements. | argue that the
concrete cultural forms of protest are dimensidnsogial movementstognitive praxis their
way of constructing the movement as an actor aedticrg new knowledge through their
action (see Eyerman & Jamison 1991). As an empiggample | will examine the Finnish
Reclaim the Streets —movement. Mostly | am intexksh the musical genres that are used in
the protest, but | will also pay attention to thexdration of the reclaimed space as well as the
advertisement material, ‘micro-media’ (see Thornl®@96) that the protestors utilize. | ask,
what kind of cultural forms are used in the RTStest, how they are being used, who decides
about their usage and what kind of roles or fumgithe cultural practices have. My research

methods are derived from my cultural approach.d gsalitative, ethnographical methods,



such as participant-observation, as well as thaemeviews and analysis of activists’ own
cultural products.



2 Studying culture and social movements

According to Sidney Tarrow (1998, 2), social movetsecan be defined as “sequences of
contentious politics that are based on underlyiogiad networks and resonant collective
action frames, and which develop the capacity tantam sustained challenges against
powerful opponents”. Social movements have commapgses and social solidarities, and
they act in a sustained interaction with elitespapents and authorities (Tarrow ibid., 4).

Another famous definition is that of Della Portaddbiani (1999, 16): social movements are
considered “as (1) informal networks, based (2)stiared beliefs and solidarity, which

mobilize about (3) conflictual issues, throught{# frequent use of various forms of protest.”

In this thesis, | adopt a social constructionisprapch towards the category of social
movements. Following Alberto Melucci (1985; 1983rgue that social movements are social
constructions and the concept of social movemeanignalytic one. Social movements are
action systems that have structures. These stascane built by aims, beliefs and decisions.
According to Melucci, to consider a movement asetion system means that it must not be
considered only as an empirical phenomenon, bberan analytic one. “Only by separating
different analytic elements can one understand hbey are kept together by an
‘organizational’ structure, how a collective iddwtis built through a complex system of
negotiations, exchanges, decisions; how action ocaour as a result of systemic
determinationsnd of individual and group orientations” (Melucci 22894). Melucci (1989)
depicts that the analytic category of social movaimmeeans collective action that involves
solidarity, engagement in conflict, and breaking limits of compatibility of a system. Is the

Reclaim the Streets —protest, then, a social mou&me

Alain Touraine (1981, 80) provides a famous congaltation of social movements: he sees
social movements as culturally oriented forms dfawor that have an antagonistic role in the

society. Touraine depicts this antagonism throudlagram (Diagram 1).



T (totality)
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| (identity) O (opposition)

Diagram 1. The social movement as a combination cd principle of identity (1), a
principle of opposition (O), and a principle of toality (T) (Touraine 1981, 81).

Social movements have to fight on someone’s behgHjnst someone and on some grounds.
The relation of the actor and the adversary, | iShe conflictual dimension of the social
movement. The relation between the actor and #idesst | — T, defines what is at stake in the
conflict. (Touraine ibid., 81—82.)

Eyerman and Jamison (1991) see social movementprassses in formation. Social
movements are formed by individual actors and th@ayn a cognitive territory, a new
conceptual space that is filled by dynamic intecsctbetween different groups and
organizations. Thus a social movement is not ogarozation or a particular interest group.
(Ibid., 55—65.) This seems to be compatible with mga of the Reclaim the Streets —
movement. | have described the RTS as a temporgpn@amous zone or a “movement of
movements”, in a forthcoming article (Ylisela 200Unfortunately, in this limited space |

can’t examine this issue further.

In the contemporary study of “new social movemeirittsS often stated that the new forms of
protest are temporary and project-like actions. (Kanttinen & Peltokoski 2004; Lindholm

2005). An interesting question is, then, how thgseradic social networks manage to form
and maintain social solidarities (cf. Melucci 198%9) their bookMusic and social movements

Andrew Jamison and Ron Eyerman (199&)nt to accentuate the role of the movements’



cultural aspects — the habits, customs and ritaalsmovements, as well as the sounds and
songs the movements are utilizing — as the maiatsiof the movements’ cohesion and as the
building blocks of the movements’ collective idéyptiMy hypothesis is that the musical

genres and the other pragmatic cultural forms #rat used in the RTS-protest have an

important role in constructing cohesion in the @sscof the collective action.

Conceptually, the term ‘culture’ is very ambiguoarsd can be used with many different
meanings. Williams (1982) presents a typology ef tirm. Originally, ‘culture’ is a noun of
processit refers to the culture (cultivation) of cropsanimals. By extension the term meant
the active cultivation of the human mind. In théel@ighteenth century the term became a
noun of configuration of the ‘spirit’ which inforrdethe ‘whole way of life’ of a group on
people. The meaning of culture can have (a) an asiplon the ‘informing spirit’ of a whole
way of life, which manifests itself over the socattivities, but is most evident in ‘cultural’
activities, such as language and styles of art; (Bhdin emphasis on a ‘whole social order’
within which a specifiable culture, in e.g. stylefsart, is seen as the direct or indirect product
of an order primarily constituted by other societiaties. The former position can be labeled
as idealist and the latter as materialist. Eaclitipasleads to intensive study of the relations
between ‘cultural’ activities and other forms ot life, but from a different perspective. In
the idealist position this implies an illustratiohthe ‘informing spirit’, as in national histories
of styles of art which manifest the central inté&seand values of a ‘people’, and in the
materialist position an exploration of the genaxaial order to the specific forms taken by its
cultural manifestations. (Williams ibid., 11—12.)

In presenting the history of cultural studies, &titall (1980) points out that the definition of
culture is always political and there is no oneltGwe’, but many ‘cultures’. Hall adopts a
materialist perspective and argues that the corafepilture has a historically specific link to
class structures and class struggles “- the stesgbetween ‘ways of life’ rather than the

evolution of a way of life”” (ibid., 20).

Clifford Geertz (1973) provides a famous definitioinculture as a semiotic symbolic system
behind all action. According to him, culture is “gsic) historically transmitted pattern of
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meanings embodied in symbols, a system of inhet@tceptions expressed in symbolic
forms by means of which men communicate, perpetaate develop their knowledge about
and attitudes towards life.” (Geertz ibid., 89.) Gmertz, all human behavior is symbolic

action. The idea in studying culture — ethnographyg to understand the meaning behind all
action. However, Geertz wants to surpass the abjgat-subjectivism debate concerning

culture. As he states, culture is public becausanmeg is. Culture is both the meaning and the
public expression of it. (Geertz ibid., 10—12.)

Geertz’'s definition comes closest to my own in tthissis. | consider culture as both the
symbolic system behind all action and the publispliiys of it, cultural performances.

Analytically, it is useful to divide ‘culture’ ahts point into two categories. The other one is
‘culture’ in a wide meaning, as the semiotic systeshind human action, and the other one
the cultural practices, or ‘culture’ as in the gay meaning of arts. In this thesis, my
research topic is theoncrete cultural praxisand the term ‘cultural forms’ refers to the field

of cultural industries and arts. However, as | dasider these two levels intertwined, | also

contemplate on the meanings behind the utilizetliallforms.

Currently | am preparing my doctoral dissertationtiee Finnish Reclaim the Streets —protest.
The interplay between culture and politics is atarly interesting in this case, as the
protestors have creatively combined cultural forsugh as music and dancing, and integrated
them to their action repertoire. The phenomenomas new in a global perspective, as
carnivals and carnivalesque have often been mehespressing political claims, but the
tradition in Finland has been quite limited in théspect. | have examined the relationship
between the Reclaim the Streets —protest and theidhi protest movements’ repertoires of

action in my master’s thesis in sociology (Ylis2@06).

Because | am currently preparing my doctoral thesithis same subject, there are interesting
aspects that had to be ruled out in order to miairitee coherence of this thesis. Therefore, |
have not examined the Reclaim the Streets —moveinemt the point of view of spatial
politics in urban space (see e.g. Lefebvre 1994rriffedd 2000) or from the perspective of
movement’s impacts on traffic policies (see e.gbiRson 2000). Also, | have ruled out the

10
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relationship between RTS and the theories of catpxoduced by Mikhail Bakhtin (e.g. 1995)
which | have discussed briefly in my master’s thesisociology (Yliseld 2006).

In this master’'s thesis my broadest research quess to ask, how can the relationship
between cultural forms and political contention thre context of social movements be
described. Specifically, | look at the relationsiietween protest action and the concrete
cultural forms the movements are using, and examhi@d-innish Reclaim the Streets —protest

as a case study from this perspective.

My research questions can be formulated as:
1. What kind of cultural forms are used in the RTStest?
2. How are these cultural forms used?
3. What kind of roles or functions the cultural praes have?
4. Who decides what kind of cultural forms are used?

My empirical methods to solve these problems araligive. | use literary review,
ethnographical participatory observation, themeerinews and analysis of activists’
documents (micro-media) as empirical methods. Mglymis moves on two levels. The
pragmatic level is the level of the protestoranliaterested in the cultural praxis: what are the
concrete practical functions that the cultural feysuch as visual arts, music and texts have in
the protest. By function | mean the pragmatic usafgéhe object in question, for example a
banner that is used to block a street from cafi¢crtadn this pragmatic level my approach is

hermeneutical and | am interested in the actorgimmgs and understandings.

The second level is a more theoretical one, agueafollowing Geertz that there is a deeper
structure behind the cultural forms that the protessare utilizing. This deep structure is
‘culture’ in a symbolic and semiotic sense, sommeghhat surrounds the individual actors and
manifests itself in different ways, such as cultymaducts and performances. The individual
actors take part in the construction of this deepcture. From this perspective my analysis
goes “beyond” the actors’ understandings: | assgaeher construct my own idea of the
meanings and functions behind the cultural formglwkhe protestors are using. For example,

11
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| argue that the banners that are being used tdheutraffic have also a more symbolic
function of representing the protest itself and itteas and values that the protestors want to
convey. | am not suggesting that this interpretatis “the truth” or a comprehensive
explanation of the phenomenon. Rather, as a rdsaram participating in the process of the

production of meanings that is behind every saoi@yements’ action.

| start my thesis by elaborating the theoreticatdssion that has been going on in the social
sciences about the relationship between culture paticical contention. First, | develop a
general description of the social scientific studysocial movements, and the place of culture
in it. Then | go on to elaborate my empirical datel analysis. After this presentation of the
method | turn to my empirical results. | take upotvather different ways of understanding
culture in the context of the Reclaim the Streqisotest. The first one is based on Pierre
Bourdieu’s cultural sociology and the idea of (swifural capital, which | will discuss in
chapter 6.3. The other point of view is a cognitared cultural one, based on Ron Eyerman
and Andrew Jamison’s idea of cultural forms asraettision of social movements’ cognitive
praxis, which | examine in chapter 6.6. But firstbegin with a short description of the

Reclaim the Streets —-movement, its origins and $oofrprotest.

12
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3 The Reclaim the Streets —-movement

‘?-

Picture 1. Dancers in the Helsinki Street Party or26.8.2007.

To "reclaim the streets" is to act in defence ad &r common ground. To tear down the fence
of enclosure that profit-making demands. And tlee$tParty - far from being just anti-car -
is an explosion of our suppressed potential, alralgon of our diversity and a chorus of
voices in solidarity.

A festival of resistance!

-( http://rts.gn.apc.org/propl2.hjm

The protest movement started to develop in Englanthe beginning of the 1990s. Britain's
massive new road programs inspired resistance, ascthe "Carmageddon” campaign in
1991, and mass road occupations, opposing the MBwhaiy extension in Hampshire's
Twyford Down in 1991-1992, and the highway M11 iasEEnd's Claremont Road in 1994.
The first Reclaim the Streets -action was held #yM995, in London's Camden Town. With
the slogan "streets for people”, the first directi@n festivals were inspired by a desire to

13
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reclaim the roads from the car traffic — taking Wbac "public commons” that had been
hijacked by the car, or more accurately, by capital

According to St John (2004), the roots of the EBBIgIRTS-movement lay in the anarchist and
the anarcho-punk movement emerging in the UK inl®®&0s. The rise of the new information

technologies in the beginning of the 1990s enahbl&stnative collectives — many of whom

had their roots in the 1960s green-, peace- andemtsnmovement — to create a new, global
Do It Yourself (DIY) -culture. An important influee behind the RTS-movement was also the
Situationist International (SI), the European avgaride movement. Alongside the Situationist
and anarchist roots there was also another impastdture that influenced the movement: the

newly politicised rave culture.

Rave culture and environmental activists were libthatened by the 1994 Criminal Justice
Act, which criminalized ware house raves, and ewmefuded a clause against music with a
"repetitive beat”. The protest against the highwd$1l in 1994 was a watershed in the
movement's history, when a loose collective of rsyveenvironmentalists and squatters
converged on Claremont Road, which was due to lmeoli€hed in order to build a new

extension to the highway. The protestors campeldeasite for months, creating new ways of
opposing the motorway. After the Claremont Roadfletin RTS harnessed rave culture's
ekstasisin to the movement. The loud electronic music, afepl from sound systems, has

also had practical use for the protestors: For gtanm 1996, at the RTS-action against the
highway M41, the police couldn't hear the actividtdling holes to the asphalt from the

music. The activists used the holes to plant soeestinto them. (Ghazvinian 2000; St John
2004.)

What makes Reclaim the Streets -actions differ ftbm other protests is the style of the
protest; the protest is simultaneously tacticahgpmatic and festal (a carnival on the street).
An Australian activist has called this combinat®riprotestival’. The protestival is a site of
creative resistance. Reclaim the Streets -protdstare carnivals seen in a Bakhtinian sense,
as moments of freedom from the surrounding socidén as a temporary form of life. The
protestival is a combination of the reality and tHeal. Thus, the protestival is political as

14
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such. St John sees the RTS events also as reajpahihe carnivals: nowadays carnivals have
turned into predictable festal events, controllgdh® authorities and legitimately marked into
the calendar. (Bakhtin 1995, 9—11; St John 2004.)

In Finland, there have been approximately 50 RTi#as, in different cities. The first RTS
(under the name of Street Party) was arranged isitk& at Esplanadi, the f™May 1997. It
was the first Reclaim the Streets -action arrangedide of Britain. After that, there have
been RTS-actions in (at least) Helsinki, Jyvaskylaampere, Turku, Lahti, Joensuu,
Savonlinna, Rovaniemi and Mikkeli. The biggest psbival was held in Helsinki in 1999,
when nine lanes and a level crossing were blockemh fthe Sornéisten rantatie. (Ylisela
2006.)

Reclaim the Streets -protest diffused to Finlanelpkeg many of its original British forms. As
in England, the Finnish protests’ main themes hasen criticizing motor car traffic and,
connected to this, criticizing the dominance ofafiieeral) capitalism. In the 1990s however,
the protestivals in Finland were called StreetiBsyriand their political content wasn't always
obvious. The actions changed their name into theerpolitical Reclaim the Streets in 2001.
Also the themes have changed, from car-relatedesssnto more global critique against
capitalism. The two main aspects of the Finnish RAr8 criticizing the contemporary
capitalized car culture and opening a "temporanpm@emous zone” into the urban space, an
area that is closed for car traffic and commereiaterprises, but open for non-commercial
forms of culture. The division between the non-caereral, "real” and “authentic” urban
culture and commercialized “mainstream” cultureségn as strong. The political contents of
the Finnish Reclaim the Streets —actions have v@tb the surrounding social movement
environment. RTS came to Finland during a heigltepbase of protest, the “fourth
environmental protest wave” (on the term see Knpatti & Peltokoski 2004). The idea of
environmental protest waves follows Sidney Tarro@998) idea of cycles of contention,
when there are lots of political protests and catib@ within the society. After the big
globalization-critical demonstrations in Seattleadtie, Genoa and Gothenburg in 1999—

2001, the contents of the protest started to mowveards a globally oriented critique of

15
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capitalism. However, the environmental critique mivate traffic has remained as an

important trait of the protest actions. (Ylisel&80

The combination of global and local dimensions wit@st is an interesting characteristic of
the RTS. In their web site the original London gradescribes itself as: “A direct action
network for global and local social-ecological rimn(s) to transcend hierarchical and
authoritarian society, (capitalism included), andll sbe home in time for tea...”

(http://rts.gn.apc.ory/ In Finland, this combination of global and lodas meant that the

English form of protest has been fitted to suit Bwenish peaceful and non-confrontational
protest culture. The Finnish version of the RTStgsbival has been less conflict-oriented than
in England or in Sweden, where the RTS-actions leanded in violent confrontations with the
police. In Finland, relations with the police hadveen peaceful, there has been negotiations
between the police and the protestors and actihigt® even commented that the "Finnish
police is worth of exporting”. The police has evémelped” the activists in protecting the
protestors' safety, guiding traffic and bringingftic signs and fences to the blocked street.
The streets have also been cleaned after the pvaldsy the activists — and there have been
recycling points on the streets for the garbagewvéi@r, the style of the protest has usually
stayed as an illegal demonstration, as a formwof @isobedience. (Ylisela 2006; 2007.)

16
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4 Social movements after the cultural turn

4.1 ‘Cultural turn’ in the social sciences

Behind the theoretical framework of my thesis isigen of a ‘cultural turn’ that has affected
the way how social movements have been understosddial sciences. In the study of social
movements there have been various competing anxistiog traditions and schools of
thought. Eyerman and Jamison (1991) suggest teatlitferent approaches are based on the
cultural and historical conditions that the soskekntists are facing.

In the 1980s, there was a general turn in the bgciances towards a new sensitivity to
cultural issues. Konttinen (1998) has called theopleas a turn towards a cultural climate of
defending subjectivity. He argues that in the ehdhe 1970s and in the beginning of the
1980s there was a turn towards a generalized sitere soft values, which were seen as
opposites to the “hard sciences” and technologgngfnen ibid., 197—198.) When discussed
in Williams’ typology, Konttinen’s view is idealisbecause it implies that the paradigmatic
changes have occurred because there was a chaige ‘informing spirit’ of the western

society.

The cultural turn in social sciences can also B ses a backlash from the very influential
materialist Marxist-influenced political economytime 1970s. Ray and Sayer (1999) discuss
the ‘culturalization’ these, which implies that twuk is gaining all the more importance in
economic life. There has been said to be a shofnfmaterial to symbolic consumption, as
Melucci (1985) argues. In Williams’ terms, this &mation is materialist, because it involves

the influence of economic conditions that shapéucelas a dependent variable.

In sociology of social movements, the cultural toreant a new interest in identities. A now-
classic article of Jean Cohen (1985) summarizesl deivelopment. In her article, Cohen
identified two differing paradigms in the study abcial movements: the “resource
mobilization” paradigm, and the “identity-orientegiaradigm. (Cohen 1985; Eyerman &
Jamison 1998, 17—18.)
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Another strand in the cultural turn has been tlewgrg interest towards framing and frame
analysis in the research on social movements. Faamagysis is based on Erving Goffman’s
frame analytic perspective, and researchers haea bgerested in the processes of frame
alignment in social movements, such as frame bigigframe amplification and frame
transformation. (Eyerman & Jamison 1998, 17; Snbal.€1986.)

4.2 New social movements

After the classical thinkers of Y&entury social sciences, e.g. Weber and Marx, nétbbeen
interested in social movements, the phenomenonredgiscovered by the sociological world
in the 1940s. In the USA, the movements were seeafiections from the political turmoil of
the Nazi Germany and of the communist “totalitageni. Social movements were
conceptualized as potentially dangerous forms afinstitutionalized collective political
behavior, which threatened the stability of es&dtdd ways of life. In the USA, Talcott
Parson’s influential structural-functionalist pegspive identified social movements as the
representations of “strains” related to the unegtemelopment and modernization within the
various systems of action that make up the modeciety. The collective behavior approach
dominated the study of social movements in the adh#tates until the 1960s. However in the
Europe, the more class and tradition bound Europeareties produced their own ways of
understanding social movements. The two main camgpéteoretical-political interpretations
in Europe were, not surprisingly, Marx and Webey.\Weber, crowds and masses were seen
as aspects of social transition. The Weberian aggbr stresses the individual and rational
orientations of social movements’ collective actioalues and the role of (charismatic)
leadership in explaining the effectiveness of dogiavements as strategic actors. Marxian
perspective on the other hand tended to view sauialements as signs of impending collapse
of an existing capitalist order. To Marxists, tlssue is not so much why social movements
emerge or how they are organized, but rather wiegt tepresent in terms of their class-based

composition. (Eyerman & Jamison 1991, 10—19.)
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After the student movements in the 1960s, the keciantific study of social movements was
in trouble. The new forms of protest didn’t find aasy explanation in the existing schools of
thought. New concepts and interpretations were ssaag. One significant change was the
formation of the ‘young’ as a distinct political cgarsocial group. Global youth subcultures
were emerging and being young seemed to last fmmger period of time than ever before. A
wave of extraparliamentary political activity wa®itg conceptualized as “new” social
movements: the women’s, peace and environment@istements. The term “new social
movements” was designed to make a clear separagtmeen these movements and the
institutionalized “old” movements of the workingask. Also, the distinction referred to a shift
in the society to a “postindustrial” society (Toune1981). Postindustrial movements engaged
different actors (the young, the middle class)edént conflicts and different issues than those
of the industrial society. The old sociological dhes (e.g. Marxist) on social movements
were seen as too strongly rooted in the industagitalist society to provide categories which
could be applied to contemporary conflicts. (Eyem&Jamison 1991, 19—23.)

In the post-60s academy in the USA, the new soc@lements were being theorized through
resource mobilization approach. In resource madtilin (RM), the central idea is to elaborate
the effectiveness with which movements, that is emo@nt organizations, use their resources
in attempting to achieve their goals. In resourambiization approach a central question is
why some movements are more successful than otherBM approach the distinction
between movements and movement organizations teatesms well as the attempt to identify
for every social movement a particular social mogetnsector, within which the various
organizations coexist. RM focuses on the “ratiagalf the movement actors and studies the
mechanisms through which movements recruit theimbexs and the organizational forms
through which mobilization of both human and socegdources takes place. Focus is in the
interaction between actors and the movement orgaais. A second important approach is
the motivation of the actors; personal motivatiaihst lead to participation in social
movements. Both approaches emphasize the ratpmdlliuman actors: they are assumed to
calculate rationally the costs and benefits of ywaation. (Cohen 1985; Eyerman & Jamison
1991, 23—26; McAdam, McCarthy et al. 1996.)
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In the Europe, the most common approach has bemmalgze social movements as carriers of
political projects, as historical actors. In Eurap@wv movements were placed in a broader
historical context and seen as the dominant sdoiales of a postindustrial society. For
Touraine (1981) social movements are bearers of samial interests. Central to Touraine’s
approach is the process of collective will formatithe ways through which movements come
to recognize themselves as collective actors witistorical project. For Touraine historicity
has a double meaning. It is a distinct stage dbhcal development, the “self-programmed
society”, where societies are said to have reaehésliel at which self-reflection upon the
foundations of social life becomes possible, ofteferred to as the modernity. Historicity
means also social movements in actualizing thigsaersal process of social reflexivity. Social
movement is characterized by the realization ofohisty, by the self-conscious awareness
that the very foundations of society are at stakan @ontest. The aim of Touraine’s studies
has been to develop a method of action researclvdrcome the gap between the narrowly
defined aims of activists and the wider claims istdricity. (Eyerman & Jamison 1991, 26—
27; Touraine 1981.)

Eyerman and Jamison seek to combine the two diffetheoretical traditions of social
movements. They see that the incompatibilitiespgraaches in the USA and in the Europe
derive from different political cultures, especyathe different roles played by the social
movements in the political formation of the sociddyfferent intellectual traditions, including
central aspects on theories of knowledge have taflfethe way how sociology has been
practiced and social movements been conceptualfeedl.most importantly to Eyerman and
Jamison, different sociological approaches are dase different personal relations of the
sociologists to the social movements being invastid. The nature and degree of empathy
that the sociologist brings to her investigatiormmsimportant element. Eyerman and Jamison
want to develop a comprehensive framework for wtdeding and analyzing social
movements, where the position of the sociologisstnne considered. They go on to develop a
framework of cognitive praxis to understand the elegment of new social movements.
(Eyerman & Jamison 1991, 28—29.) | will discussirtlegnitive approach more closely in

chapter 6.4.
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5 Data and analysis

5.1 Empirical data

My data consists of 3 Reclaim the Streets —event&nland, in which | have participated in

during the summer 2007, in Jyvaskyla 4.8.2007 anddlsinki 18.8.2007 and 26.8.2007. The
method of research was participatory observatiattehded these protestivals and also filmed
parts of the events. My role in the events waslyartparticipant of the demonstration and
partly an outside observer. When | was filming éwents, | took on a role of a researcher,
whereas participating in the demonstration, danoimghe street and ‘hanging out’ made me

also a demonstrator amongst the others.

After the observation | wrote a research diarylsbgarticipated in the process of organizing
one RTS-event as a member of the organizing grobp. observation data consists of two
months of observation in a social group, the orgensi of a Reclaim the Streets —event, in a
medium sized Finnish city. The size of the groupeda Usually there were 5—6 people in a
meeting, and 2—3 of these were more active paaitg ‘core activists’. | participated in 8

meetings that the group held before the event,imtide actual event on Saturday 4.8.2007. |
also joined the group’s email list and followedithdiscussion. By participating in the process
of the organizing of the protest, | wanted to gktser on the cultural meanings of the
organizers, and to elaborate on the meaning otireuinh this process and how the concrete
cultural elements in the protest are negotiatedseh and applied. After the meetings that |
attended, | wrote a research diary. | didn’t wanitite the diary when participating in the

meetings, because | thought that it would distbebgarticipators.

The other materials for my thesis are 5 intervieasecuted in the summer 2007. The
interviews were conducted as semi-structured thertexviews, recorded and transcribed
word by word. 4 of the interviews were individuales and one of them was a group interview,
during which | interviewed two people. | also wéi advertisement material that | got from

one of the activists.
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5.2 Participatory observation and ethnography

Participatory observation is a method of the ethaplgical research tradition. “An
ethnography is a written representation of a cafisays Van Maanen (1988, 1) and therefore
it is never neutral. Ethnographical fieldwork medimat the researcher wants to approach the
understanding of others by living with and livindgd those who are studied. Fieldwork
demands the full-time involvement of a researcher @ typically unspecified period of time.

It involves the study of the human targets on theime ground, through ongoing interaction
with the subjects, by participant-observation. Bdmaphical fieldwork asks the researcher to
share the environment, problems, background, lageyuatuals and social relations of the
studied group. Fieldwork is then a means to an #redidea is to produce a truthful account of
the social world being studied. (ldid., 2—3.)

Ethnographical participatory observation is a goesearch method in my case, because it
involves the idea that culture is expressed indbecrete activities of the members of the
culture. Culture refers to the everyday knowledgerhembers of a given group are thought to
share. Thus, a culture is constituted only by ttte®as and words of its members, and must be
interpreted by a fieldworker. However, culture lit$e not visible, so it is the researcher’s task
to make it visible through a written representatminthat culture. The fieldworker must
display culture as a narrative, a written reporthef fieldwork experience in self-consciously
selected words. Ethnography as a written produtties an independent representation of the
studied culture. Van Maanen stresses this problernmahis book on ethnographical fieldwork.
(Ibid., 3—4.)

Atkinson and Coffey (2002) solve this problemataationship between the “authentic”
phenomenon that the researcher is studying anttépessentation” that she is producing by
discussing social life as performed and narratedemVthe “classical” position of the
ethnographic tradition states that the nature ofasovorld is unproblematic, and that there is
a truth out there that needs to be discovered bthadelogical means (and participatory
observation is seen as the most successful wagingdhis), Atkinson and Coffey argue that

in stead, the social world could be considered astaf performative actions. Therefore for
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example the occasions in which the researcherirgydeer participant observation constitute
moments in which particular kinds of actions andrataves are enacted, through which the
actors construct themselves as particular kindsgehts. According to this view, no action is
inherently authentic. (Atkinson & Coffey ibid.) Bhieads to the idea that when the researcher
is writing her research report, she is writing or@rative about the studied phenomenon,
which is no less “truthful” or “authentic” than thparticipants’ interpretation of the events. |

consider this thesis as one interpretation or timerabout the studied phenomenon.

The process of ethnographic participant observatias an exciting expedition. | didn’'t have
a clear picture beforehand as what to expect, btdauhd out that participating in the
organizing group was very rewarding. First of aNds a bit confused about my double role as
a researcher and as a participant of a (semi-l)lggatest action, but soon | decided to drop
my apprehension and participate in the group as ainthe members, as the method of
ethnography implies. | got the impression that swalcome in the group, and as a sign of
this trust | viewed the fact that | was asked o jine organizers ‘inner circle’, the group that
decided the street that was to be reclaimed. Thvere only 4 people that knew the street
before the actual event, and as | was asked tgijomeant a lot to me. A common criticism
towards these kinds of participatory and subjeatnsthods such as participant observation is
the idea that the researcher can't keep an obgdistance from her research subject and ends
up in creating a too romantic picture about thenésel would argue differently: the idea of
the researcher as an objective outsider is noalést®ne and has not been considered valid
after the paradigmatic change of the cultural t@®condly, in my opinion this kind of action
that involves civil disobedience requires the redea’s close involvement, so that she can

gain the trust of the participants and is let tteethe ‘inner circle’.

Ethnographic methods really ask the researchewslvement. In the process | had to
participate in the meetings, one of which was hahdthe sidewalk when the bar it was
supposed to be in wasn’t open. Also, | had to slroppay for cloth for the banners and go to
a punk club in order to give it to the people thaeded it. And on the street | participated in
the event of blocking the street (thus unfortunyabekeaking the law) and cleaning, collecting
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bottles, etc. afterwards. | also appeared in thallnews as a spokesperson for the protestival

and had to answer various reporters’ questionsaBumentioned earlier, it was rewarding.

5.3 Semi-structured theme interviews and the method of analysis

As | am interested in the actors’ cultural meanjigshose qualitative theme interviews as a
method to inquire about these understandings. Derifrom my theoretical perspective, |
constructed two groups to choose the intervieweas.f The other one are the ‘movement
intellectuals’, that is to say the people who pgwate in the process of creating the
movements’ ideological direction (Eyerman & Jamis®91, 94—99). Analytically, | have
defined these movement intellectuals as those pawoipb are active in organizing RTS-events,
the ‘core activists’. Another group that | am sfieally interested in are the ‘movement
artists’, meaning those people who participate e tonstruction of the movement by
choosing the cultural means it utilizes (Eyermardanison 1998, 164—166). In this study
they are the dj's who create the musical envirortnmerhe events, but also the artists who
produce the advertisement material that the pmtesutilize. This division between
movement intellectuals and movement artists is Ipuaealytical, as these roles vary in the
process of organizing the RTS-events. | used ypislogy as a tool to choose the individuals |
wanted to interview. The interviews were semi-duited theme interviews that lasted from 30
minutes to 1 hour 10 minutes. | recorded them vathdigital dictating machine, and
transcribed them word by word, without paying ditem to the pauses or other nonverbal

means of communication.

| chose the interviewees through my previous egpees as a participator in the RTS-events
and also through my previous research on my mastbesis on sociology (Ylisela 2006).
These previous connections meant that | had thalsmad cultural capital to recognize and
contact the people | wanted to interview. | knewpbogvious experience one person who had
been deejaying many times in RTS-events, and laoted him through the internetww.irc-
galleria.net. One interviewee | knew from my previous intews and | contacted him
through email. | also contacted one person | hashlacquaintance with for a long time,

because | knew that she had been involved in tleesmts. Two of the interviewees |
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contacted through an animal rights discussion foiwww.oikeuttaelaimille.net/fooruny

where they were advertising about their upcomingl& the Streets -event. One interviewee
| got through my participant observation in theamiging of the RTS-event. | asked for an

interview in one meeting, and he was willing totjzapate.

The interviews:

Interview 1, 4.6.2007: Woman, 25, Turku.

Interview 2, 6.6.2007: Man, 23, Rovaniemi.
Woman, 26, Rovaniemi.

Interview 3, 23.7.2007: Man, 24, Jyvaskyla.

Interview 4, 25.7.2007: Man, 32, Helsinki.

Interview 5, 25.7.2007: Man, 29, Helsinki.

The average age of the interviewees was 26,5 yedish suits with my estimation that the

protestors in the RTS-protests are mainly fromdl33 years old.

One of the interviews was a group interview, dusvigch | interviewed two people. This was
a practical choice, because | traveled over 50énigtters to Rovaniemi, Lapland, and it was
practical for me to interview two people at the satime. Group interviews have been
criticized for not producing as “authentic” destign of the events as an individual interview.
However, this criticism can also be applied to wdlial interviews, because in an individual
interview the researcher’s role is more dominaantim a group interview. (Morgan 2002.) As
for the “authenticity” of the interviews is concerdy if social world is considered as
performative, the question is not whether the inéavees are telling the “truth” or not, but
rather what kind of narratives they are producingua themselves and the events (Atkinson &
Coffey 2002). Therefore | can compare the resulthe individual interviews with those of
the group interview, because they both are teléingfory about the themes in question and

about the interviewees themselves.

The process of interviewing wasn't difficult, besauthe interviewees had a positive attitude

towards the interviews and | had an impression thatinterviews were conducted in a
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friendly and equal atmosphere. As | have alreaditem one thesis about the movement, | had
acquired subcultural capital (see Thornton 1996 this | felt at ease during the interviews.
The situations were quite informal. All interviewsre conducted in a public, “neutral” space.
3 were conducted in a park in the summer, onem@staurant’s terrace and one in a restaurant.
| had a paper with interview topics and questiofgpendix 1) but the situation was more a
relaxed discussion than a structured interviewsd answered to the interviewee’s questions.
After the interviews we continued our discussiowrbte a research diary about the interview

situations.

The interviews were recorded on tape and transtmad by word. After the transcription |
analyzed them using my research questions. | feadnterviews through several times and
marked codes to the margins which indicated thegslavhere the interviewees referred to the
topics that | was interested in. After these regsliand markings, | gathered the information
on a document and produced a table of the resiatsi€ 1).

5.4 Other empirical data

My other data consists of the cultural produceshef activists, called the micro-media by
Thornton (1996). It consisted mainly of flyer andsper advertisements which have the
pragmatic function of advertising and informing abthe events. | got the material from the
Reclaim the Streets —events that | attended, awdaxe of my interviewees provided me with

a collection of posters and flyers from the 1990wards. | am very grateful for this material.

These materials functioned as secondary data inanatysis. After the observation and

interviewing processes, | turned to these mateaats examined them through the theoretical
ideas that | had got from the research. | use thesterials as well as photographs that | have
been taking in the events as cultural represemistioat illustrate my theoretical interpretation.
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6 Reclaim the Streets and Cultural forms

6.1 Cultural forms and their functions in the prote st

| started the empirical analysis by analyzing tia@dcribed interviews. | followed my research
questions: What kind of cultural forms are usedhe RTS-protest? How are these cultural
forms used? What are the functions of the culttoahs that are used in the protest? Who

decides what kind of cultural forms are used?

According to my observation and interviews, thetgstors are using different kinds of
concrete cultural forms in the protest. | dividdege into four groups: music, decoration,
micro-media and other$lusicis the category for the music that is played dytime protest.

It can be played from a record or as live musatistinguished different genres of music based
on my interviews and observatiori3ecorationrefers to the different forms of visual art that
are used in the protest, on the street as prothéoevent. These include the banners that are
usually used to close the street from traffic, ottieths that are used to decorate the street and
street paintings that are done usually by challs@netimes with spray paintlicro-media
means the material that is distributed before amdng the event to inform and advertise
about the protest. The advertisement material deduposters, flyers, stickers and digital
advertisement, such as www-pages and internet éskment, e.g. on discussion forums and
My Space. The term micro-media comes from Thor®dh996) study on the club cultures.
Othersis a category for the rest of the cultural acyitat is happening during the events, e.g.
street theatre, performance art and capoeira.

After | had made this initial categorization, Ied to the functions that the different cultural
forms have in the RTS-protest. | read my interviesageral times and marked in the margins
the different cultural forms and what kind of fuiocts they had according to the interviewees.
Analytically, | divided these functions to pragngatand symbolic functions. All of the

pragmatic functions figured in the intervieweesesph. The symbolic functions are more a
subject to my interpretation. Some of the functitmst | have labeled symbolic did occur in
the interviewees’ speech, such as the idea of &mohg” the urban space with the
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advertisement before the RTS-event, and creatinguaa of a cultural event with the use of

music. Others, such as the role that the cultwah$ have in the creation of the cognitive

praxis of the movement, are my theoretical intdgirens.

Table 1. Cultural forms in Reclaim the Streets -prtéest and their pragmatic and symbolic

functions.

Cultural form

Pragmatic functions

Symbolic functions

Music: electronic,

punk, hip hop, reggae

rock

-to be able to dance

-to make people fee
comfortable

-chilling out, creating goo
ambiance

-to keep people on the stre
-to prevent the police fron
breaking up the crowd

-to make the event look lik]
more powerful and crediblé
-to be audible from a lon
distance, to advertise abg
the event when it i
happening

-rhythmic electronic musi
creates the ambiance bet
than live music that woul
have pauses between t
songs

-music brings people to th
events year after year
-music brings people tha

wouldn’t otherwise come

-some of the people come

- to “reclaim” the urban
Ispace with the sound

-to create the aura of
dcultural event in stead of
thy

demonstration and

etreate more positiv
nattitudes

-to create continuation
e-to create the cognitiv

> praxis of the movement

g-to create and perform
utounter cultura
5 “authenticity” in the

reclaimed space

ter

e

(1%}

(1%

a
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because of the music

Decoration: banners, streg

paintings, graffiti, cloths

t-to draw attention to th
demonstration

-to close the street fror

traffic
-to mediate politica
messages; animal right
anarchism, environment
iIssues

p-to tell about the messag
use slogans

nto tell about what s
happening on the street
-to produce a representati
sof the street party

akto create the cognitiv

praxis of the movement

IS

(1%

Micro-media: posters,
flyers, stickers, www-pages

internet advertisement

-to advertise and inforn

5,about the events

n-to “reclaim the city” with
the posters
-to create the cognitiv

praxis of the movement

(4%

Others: street theatreg

,-to make the event mol

juggling, performance art

spectacular

e

The pragmatic functions that the cultural forms énan the protest are connected to the

concrete process of the street reclaiming. The é&r@nand the music are means which create

the event, by cutting the street off from traffredapreventing the police from breaking up the

crowd. As one interviewee

put it:

“...If you think about a break in the work place] thave a cup of coffee and a cigarette,
it's immediately coffee- and cigarette break. Butwould just sit there without them, it
would seem like, somebody could come and say tlma@nwyou’'re not doing anything,
come here to work. The same way, if the ReclaimStieets —events wouldn’t have this
kind of programme, surrogate action, it would sdess credible and maybe not so
powerful.” (Interview 4; translation from FinnishYA)

However, an interesting part of the functions o ttultural forms is their utilization on a

symbolic level. Music “reclaims” the space alsoaomore symbolic level, as it fills the air and

transforms the audio landscape of the urban ciigespAlso the street posters and stickers that
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are used to advertise about the events have the keth of symbolic function to “reclaim”

the city space before the event.

Reed (2005) has examined the use of cultural fammAsmerican protest movements, and he
has developed several dimensions that describe fim&tions. According to Reed, cultural
forms are used to encourage and empower individoaisel the strength of the group. This
can be compared with my finding of the music aglement that makes the protest seem more
credible and powerful. Reed also argues that @llforms have a harmonizing effect, which
my interviewees recognized also. Cultural formghsas music, can set a new emotional tone,
in RTS this has usually been an attempt to creaiee ntaid-back and positive ambiance.
Cultural forms also inform internally and extergalt in the RTS-protests’ case this role
belongs to the micro-media, the banners as wehasusic that informs and advertises about
the protest when it is going on. According to Reettural forms enact movement goals. In
RTS-protest the written political texts such asspreeleases, as well as the pictorial motifs and
slogans in the posters and in the banners haverdleés The banners and posters that the
protestors are using often have pictorial motif tthepict the activities on the street; dancing,
having a picnic etc. which can be seen as suggsstio objectives for the street protest. Also
the slogans that are used in the banners, sudedsifn the urban space” depict the goals of

the protestors.

The cultural forms are in Reed’s interpretatioroalsed to historicize the movement. This
role is often handed to the press releases and pages that the RTS-activists are producing.
Often they have a short history-section in whiah hirstory of the movement is reproduced, or
as one interviewee put it, copy-pasted from theviptes years (interview 5). According to
Reed, cultural forms can also critique movemenblalgy by challenging dominant ideas,
values and tactics. In the RTS-protest this coeldden as an underlying tension between the
“movement intellectuals” and the “movement artisess'theme that | will be developing more
thoroughly in the chapter 6.7. Last but not leB&ed says that the cultural forms are means
through which the activists can feel pleasure aydhrough aesthetic pleasures. (Reed 2005,
298—299.) | consider the creation of a “positivde/i to be one of the most important

functions that for example the musical genres havéhe RTS-protest. This dimension has
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also been emphasized in my previous research oRebkaim the Streets —protest (see Ylisela
2006).

6.2 The sound of music

Eyerman and Jamison (1998, 43) emphasize thatiicygar music, singing and songs have a
strong meaning in maintaining movements’ cohesidmey can even maintain a movement
when it no longer has a visible presence in thenfof organizations or demonstrations. Music
can be a vital force in mobilizing a new movemditie freedom songs associated with the
civil rights movement in the United States in tf85Qas and early 1960s illustrate the role of
music in helping to mobilize protest and createugreolidarity. As the carrier of past
traditions, music bears images and symbols thathedp to frame and understand present
reality. However, as a carrier of traditions anditmal ideas, the images and symbols music
gives rise to are open-ended, not closed and detanty This is how music differentiates
from ideologies. Ideologies can be much more rdadyed systems of interpretation, and
they can be articulated more clearly. Music, howegeiggests interpretation, it does not
command it. Music, as any form of art, opens exgmee to the potentialities of life, but it
does not necessarily proscribe or even describen.thébid.,, 43—46.) Thus, also the
interpretation that | am suggesting in this thésisot to be taken as a definite and exclusive
answer, but rather as one possible explanatiomtergretation of the role of music in the

Reclaim the Streets —protest.

Eyerman and Jamison claim that the constructiomeéning through music and song is a
central aspect in the formation of a social movesierollective identity. Songs and music
provide a unifying force, as they connect actorthvarger collectivities that the particular
musical genre or style represents. Music of sau@ements transcends the boundaries of the
self and binds the individual to a collective canasness. In movement music individual and
collective identity fuse and past and future anmected to the present through the process

of mobilizing musical traditions. (Eyerman & Jammsbid., 160—163.)
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In this thesis | illustrate this fusion by examigifour musical genres that are being used in the
Reclaim the Streets —movement: reggae, which itedoto the political anti-slavery struggle
of the black population in the Caribbean, hip hepich also represents the Afro-American or
Black identity struggle, punk, which was formedBntain and in America in the late 1970s as
a representation of the working class youth retxe|liand ecstatic electronic music, which
involves the idea of a ‘trance’ or a ‘flow’ thatsgipates the differences between the individual

dancers.

Reggae

What make we can’t all unite

Put each man difference aside
Why can’t we just come together
Cease dis tribal war and fight
Who knows better must do better
A source of collective insight

May not be exposed to education
But surely knows wrong from right

Africans with African pride
Fighting to attain our rights
Want no more shedding of blood
For dis nation to move forward
-Buju Banton: African Pride

Reggae draws on a specific experience of the hpedple in Jamaica. The experience of
slavery recapitulates itself in the everyday intdoms of the Jamaican black. For example, the
17" century English spoken by the master class waaatefd through the illicit channels of
communication of the blacks and used to embodystif@gerranean semantics of the new
culture. The language developed its own vocabuay grammar, thus creating the English
patois. (Hebdige 1976, 135—136; 1979, 30.)

Hebdige (1976, 140) describes reggae as “transfremjrAmerican ‘soul’ music, with an
overlay of salvaged African rhythms, and an undeenui of pure Jamaican rebellion”. The
word ‘reggae’ can have two origins. It can comarfrihe word ‘ragga’, a word that originates

from the Middle English word ‘ragamuffyn’ that meandirty child dressed in rags. Ragga is
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still the name of a sub-genre of reggae. Alterrdyivthe word ‘reggae’ could come from a
distortion of Reco, who was one of the originaldskusicians. (Hebdige ibid., 141.)

Also the emergence of the music is a subject afudision. Hebdige (ibid.) supports the view
through which reggae was seen as the protest rfardice Rastafarians, originated from ‘ska’.
Ska is structurally the back-to-front version o8, and the emphasis in ska is put on the
upbeat and accentuated by the bass, drums andda@smns. Ska was music for rebellion. It
involved the black soul music and the imported mudsbm Africa, mediated through the
Caribbean burra dance that celebrated criminalityl aountercultural elements. The
Rastafarians took over the burra dance turning ithie representation of their rebellious
attitude, illustrated for example by their use bé tillegal ganja herb (cannabis). Ska was
exported from Jamaica to the Britain in 1960s,ibwas considered as too “rude” to interest a
world market at that time. However, ska sold in BBnd and it was transformed to
‘rocksteady’ in the middle of the 1960s. The howexe given less emphasis and the sound
became slower. The bass began to dominate andtlkesteady became heavier, it came to be

known as reggae. (Hebdige ibid., 144.)

In the 1970s reggae shifted towards Ethiopia, abh@came more ‘ethnic’. The mythology of
the Rastafarians came to dominate the lyrics. Neteral was often revolutionary and there
was an expansion of class and color consciousndbg iWest Indian community. Rasta logos
became the heart of reggae music, and reggae bdoasygenbolize the culture that had been
forced to cultivate secrecy and to elaborate defeagainst the white Master Class. (Hebdige
ibid., 146—147.)

Daynes (2005) has studied reggae music and theafvfriliaspora. She states that Africa is
seen in the reggae lyrics not only as a homelauddaaspace of origin, but it also symbolizes
another place of spatial and temporal dwelling,edsewhere’. It is idealized, fantasized, a
‘reinvented Africa’ that connects three times (pgsesent and the future) and three places
(Africa, the West and the diaspora). Africa représeéan archetypical symbol of elsewhere’,
grounded in the experience of slavery. It is at'lparadise’. Africa also symbolizes the
notions of good, paradise and liberation, in opjpmsito the Western world, which represents
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evil, hell and enslavement. African culture is sesnauthentic, compared with European
culture considered as imposed, superficial andrugntfor the African people. (Daynes ibid.,
26—28.) Thus Africa is seen as a utopia in the oa&fini diaspora mediated through reggae
music. This utopian Africa is being representedha Buju Banton lyrics cited above. In
Eyerman and Jamison’s terms, this African utopf@esents the cosmological dimension of

the Rastafari movement’s cognitive praxis.

Nowadays reggae has spread all over the worlshviilves a tension between a local and a
global development. The global dimension is represk by the international diffusion of

Jamaican reggae. There is also a local dimensiongh the emergence of local reggae (such
as Finnish reggae in Finland), as well as the anfae that reggae has had on local musical
styles. This interplay between global and local alewment has meant that the music is

actively reinterpreted and new meanings are beindpaied to it. (Daynes ibid., 33.)

According to Daynes, one important element in reggausic is the transmission of a

collective memory of the past of slavery and of bfeck struggle. Reggae has an educational
role, which is coupled with a religious contentppbmoting Rastafarian beliefs. According to

her field studies however, the musical performascaso important to reggae fans, not only
the lyrical content of the songs. In a reggae daalse the dancing crowd represents the
diaspora; the music, the dance, tabianceand physical sensations are all a part of the
experience, yet always connected to a mental anlnesperience expressed in terms of
cultural, social and political consciousness aistance. (Daynes ibid., 34—35.)

Hip hop

Why do | call myself a nigger, you ask me?

Because police always wanna harass me

Every time that I'm rollin

They swear up and down that the car was stolen

Make me get faced down in the street

They throw the shit out my car on the concrete

In front of a residence

A million white motherfuckers on my back like Itsihe President

You're a nigger 'til you die
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If you're a poor nigger, then you're a poor nigger

If you're a rich nigger, you're a rich nigger

But you never stop being a nigger

And if you get to be educated, you's an educatiggen

It's plain to see, you can't change me
‘Cause I'm a be a nigger for Life
-NWA: Niggaz 4 life

Hip hop culture consists of three modes of expoessiap music, graffiti and break dancing. It
emerged as a source for youth of alternative itdefdrmation and social status. Rap music
has deep roots in African American culture. Itslistig roots come from the multiple
traditions from America and Jamaica. In its pregenn rap music can be traced down to the
mid-1970s culture of African American and Afro Gdoean youth living in the South Bronx
and upper Manhattan neighborhoods of New York dny:s working in clubs and local
parties started to establish reputations by miximg beats and small parts from various
records to encourage their audiences to dance. @asters of ceremonies) or rappers that
specialized in the vocal performances became thgsfof the performance, and as technology
advanced, the DJ:s and MC:s started create stunimytigm tracks by taking recorded samples
from a variety of sources, mixing them in inventivays over which rappers would perform

dense, lyrical narratives. (Ramsey 2003, 165—166.)

The hip hop has been conceptualized as an acsistarce, finding a voice from the margins
where (Black) people are removed from power. Hip i®a representative for those without
power. Hip hop is a political voice, with rap prdiig a symbolic resistance for alienated
minorities. Hip hop’s philosophy also embodies tieed to reclaim power, and the power to
acquire admission to public space, from where Bleck minorities are often excluded.
(Whiteley 2004, 9.) The NWA quotation is one reprgsation of this need of the African

Americans to reclaim public space (the street) feutjugation (represented by the police).

Later, rap and hip hop culture has been heavilymerialized. Boyd (2003) provides an
image of rap music being associated with pop cl{arainstream’) while hip hop stayed true
to the original underclass roots. According to Bdyigh hop didn’t ‘sell out’, it remained hard-

core, but the public became fascinated with hip'$igpnsitivity and adopted it. (Boyd ibid.,
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44—48.) Also Whiteley (2004) asserts that despémdp commercialized, hip hop culture is,

above all, resistant.

Punk
Anarchy for the UK

It's coming sometime and maybe
| give a wrong time stop a traffic line
Your future dream is a shopping scheme

'‘Cause | wanna be Anarchy
In the city
-Sex Pistols: Anarchy in the U.K.

At a very basic level punk can be described ashawdture that had its primary manifestation
in music, such as the counter-cultural rock antlafobands like the Sex Pistols and the Clash.
Punk had its high point from 1976 to 1979, maimyBritain and America. Punk “stood for
identifiable attitudes, among them: an emphasis on

negationism (rather than nihilism); a consciousméstass-based politics (with

a stress on ‘working class credibility’); and aibkin spontaneity and ‘doing it

yourself” (Sabin 1999, 3). Behind punk there wasa#liance of diverse musical and cultural
traditions, including reggae’s exoticism and fod®d identity, the 1960s American soul’s fast
rhythms and the rock’n’roll heritage and 1960s wwalt radicalism. Also the literary avant-
garde and Situationist movement is claimed to Hedan influence on the controversial sub
culture. The clothing style of the punks was equeadllectic, and according to Hebdige (1979,
26) “literally safety-pinned together”. (Hebdige7B9 Sabin 1999.)

Punk’s golden age has said to have ended in 19&Btak death of Sex Pistol’s vocalist Sid
Vicious, but punk has left a long standing heritageyouth cultures. According to this view,
punk was not dead after the year 1979, or complets$imilated in main-stream. Punk has
said to have been a big influence behind the faomatf the rave culture, the 1980s street
punk movement, anarcho-punk movement, and the fehpank movement Riot Grrrl. Rather
than being just about music, Suber argues that puaska cultural and political movement that
had contributions to literature, fine art, comifibn, theatre, journalism, body modification,

and politically on anarchism, green radicalism aed-fascism. (Sabin 1999, 4—25.)
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Gosling (2004) shares this view and sees the poaRkesof the late 1970s as a construction of
the popular media. He depicts the emergence ofidarground punk scene, the anarcho-punk
movement, as a reaction of disappointment with“thainstream” punk. The anarcho-punk
scene which developed around 1977 had two campes,rothe United Kingdom and one
mainly centered on the West Coast of the UnitedeStaArtistic integrity, social and political
commentary and actions, and personal responsiliésame the scene’s central points. The
anarcho-punks played faster and more chaoticadly tiad been heard before. Do it yourself
(DlY) —ethos dominated as a reaction of the valobe£ommercial music. Anarcho-punk
movement developed its own independent record dataath as Alternative Tentacles in the
USA and Crass Records in the UK. The bands thatgsthese companies had a commitment
to a DIY spirit, an antiauthoritarian stance anbesief in authenticity (that would have been
crushed by the commercial “production of culturé’tiee mainstream music industry). The
insistence on the “real”, “authentic” punk beinguated in values, ideology, and action as
opposed to the punk fashion is a common themel @if dhe originating bands of the labels.
(Gosling 2004.)

Rave

Nothing can stop me, I'm never satisfied

| take what | want, refuse to be denied

Live in the moment, the future can disguise

It's starting to touch us, but | still can't toutte sky

I need to feel up

Hope knows | need it this way

Like I'm Walking On Clouds

| can't come down

-Dj Tiesto: Walking On Clouds

To talk about ‘rave’ is actually quite confusing, @lectronic music involves multiple various
genres which are constantly changing; rave musiailig one of them. However, in this thesis
| use Thornton’s (1996) division of ‘clubs’ and ves’. As ‘clubs’ were thought of as
exclusive and superior to the mass-market consoempths the name ‘club’ implies; not
everyone gets in), ‘raves’ in their turn were eopeld in discourses of utopian egalitarianism:

they were events without door policies (often illegpnes in warehouses etc.) where
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“everybody was welcome and people from all walkdifef became one under the hypnotic
beat” (Thornton ibid., 56). However, as Thorntonnp® out, this discourse was largely a
paradox as only those who were ‘insiders’ couldvkmatout the rave parties and locate them.
The same notion can be said about Reclaim thetStrewents. Even though the organizers
celebrate the idea of a Temporary Autonomous Zgendo everyone, the illegal nature of
the events and the youth-attiring musical choicetialy limit the heterogeneity of the

attendants.

The beginning of the rave culture is said to b&ngland in the end of the 1980s with the
popularity of the ‘acid house’ scene. Electroniau$® music started to develop from disco
music in the end of the 1970s. It was named afteightclub in Chicago, the Warehouse. In
the end of the 1980s house music hit Britain dfing imported by dj's from the USA and
Ibiza, which soon became one of the European ahgbbenters. The style was labeled as
‘acid house’ after a 1987 house music Atid Tracksby Phutureand after the psychedelic
drug LSD (‘acid’). Acid house developed into a pberenon in Britain with rave parties
organized all over the country, especially inside London orbital motorway M25. The acid
house culture mutated into ‘rave’ after wide mezbaerage on its drug use. As Seppala (2001)
points out, drugs and especially ecstasy has bedntegrated part of the culture since the
beginning. Rave culture had a countercultural eaton which went closely together with the
illegal nature of the warehouse raves and the draffjcking. Later rave culture has been
fragmented and commercialized and the musical gdmage multiplied into various different
sub genres — ambient, big beat, break beat, druinbass, goa trance, happy hardcore,
melodic trance etc. The scene is changing congtgéppala 2001; Thornton 1996.)

The Finnish rave culture can be traced back to/étae 1988 when acid house was introduced
in Finland. In 1989 illegal warehouse raves weiganized in Turku and in Helsinki; later in
the 1990s they were followed by bigger legal cluergs with international artists. The
Finnish rave scene has remained quite marginal wberpared with e.g. Great Britain. One
interesting characteristic of the Finnish rave schas been the popularity of the ‘forest
parties’, often illegal raves that are arrangedsioet of densely populated areas, with dj’s
playing music and people dancing through the niglhite forest. (Laine 2005; Seppala 2001.)
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According to Seppala (2001), the originality of eaculture comes from its hedonistic
orientation towards a comprehensive rave experjgheemusic, lights, dancing and drugs are
all used to produce the ultimately postmodern erpee. This orientation is represented in
the citation from a famous trance dj Tiesto’s som@yer wants to ‘touch the sky’ and never
come down from the ultimate rave experience. Mal{d®99) has called the rave an ‘oceanic
experience’. It means a sensation of transitoryhetip, joy and empathy that can be
experienced as a result of the intensive sensamulksttion on the dance floor, the ecstatic
experience. Drugs, especially ecstasy can be useddist these experiences. According to
Malbon, these moments ekstasisare not just moments of egocentric euphoria, ey tan
produce sensations of personal and group idenditydtion, amendment and consolidation.
The dancer can feel a loss of self and a merge twéhmusic, described by Csikszentmihalyi
(1975, cited in Malbon 1999, 139) as ‘flow’, a paeable experience that can be felt when the
individuals’ acquired skills and competencies nibeir challenges. (Malbon 1999.)

Gilbert (1999) states that there is a differencéwben the politics of representation
manifested through punk or rock artists and thetipsl of present manifested through
electronic music. Whereas the politics of represtao is about speaking out through a singer,
to Gilbert rave represents a politics of presentivis about trying to make something happen
now. “Get a hous@ow (by squatting), stop the road being buiéiw, dancenow, rush your
little head off now' (Gilbert 1999, 167). Whereas the ‘movement astishentioned by
Eyerman and Jamison (1998) such as Duke Ellinglanijs Joplin or Bob Dylan acted as
agents of protest and were the representativetiedf udience, electronic music such as
techno, trance or drum and bass are not to makiéstaeer feel that they are like (or different
from) the performer. They are used to create armapce, described as oceanic by Malbon,
rather than understood. So when reggae music dmuldescribed as a process of creating a
utopian homeland of Africa, techno and trance &#@utcreating a pleasurable moment right
now rather than telling a story about the pastbmua the future. However, this spatialization
of politics and culture is not absolute, and itwwscwithin the horizon of a radical openness to
the future and to futurity. (Gilbert 1999, 165—167.
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Musical genres as performances of authenticity
The common nominator with all of these musical gsrthat have been used in the Reclaim
the Streets —protests is their countercultural attar. The interviewees described the musical

genres in the RTS-events as marginal, subcultexglerimental and uncommercial.

In all of the musical genres there is a thrive tasacounterculturabuthenticity and a
criticism towards commercial capitalist music inglys In reggae, the Western,
commercialized world is seen as evil, hip hop repnés the coming of power of an alienated
social group, in punk especially the anarcho-punkne has been very critical towards
commercial popular culture and in club cultures @rg#agonism between the authentic
“underground” and commercial “mainstream” is stromgis antagonistic relationship can be

depicted through Touraine’s triangle (Diagram 2).

T (resistance, struggle
.of independence)

| (authentic, O (oppressive

independent self) forces;
commercial
culture)

Diagram 2. The interpretation of the counterculturd musical genres using Touraine’s
diagram (cf. Touraine 1981, 81).

In all of these musical genres there can be seersdime structure. The music depicts an
authentic, independent group (the punks, the Blatlsrastas, the ravers) who are opposing

oppressive forces (the system, the West, the Babyie commercial mainstream) through a
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struggle for freedom and self-declaration, whiclinave in here named as a struggle of
independence. Thus, the independence in this as® bt mean independence in national

context but a right to self-determination for thesentercultural groups.

In Reclaim the Streets —protest there is too aoseth criticizing commercial capitalism and a
striving towards authentic, non-commercial cultufderefore it can be stated that these
musical genres were not chosen to the protest agod) but their countercultural orientation
had an influence on the musical choices in the e\Rumk, reggae, hip hop and underground
electronic music are creating a radical resistdosards the established commercial culture.
This resistance is a cultural performance; it hasogian and symbolic character. The music is
creating goerformance of authenticityvhich resonates with the protestors’ idea of tingaan

autonomous, non-commercial zone into the urbanespac

6.3 Pierre Bourdieu and culture

It is not possible to discuss cultural sociologyheut discussing Pierre Bourdieu. He is one of
the most influential cultural sociologists. What kaa Bourdieu's sociology so significant is
the fact that it provides with a whole system oflerstanding the society, or the 'social space'.
This comprehensive approach also means that dtisasy to formulate a short description of
his thinking. Especially, it is difficult to sepaeaBourdieu's terms from one another in order to
explain them. This is due to the fact that Bourdi@oncepts are closely linked to each other.
Bourdieu's sociology is fundamentaltglational, Bourdieu puts social relations first. This
means also that all his concepts, such as tasketubaor field, can be explained only in
relation to one another. Another problem with Baoewds concepts is the fact that they are
open by nature. Bourdieu wants to deliberately égtioé problems associated with positivism.
Concepts can be defined only within the theoretsyatem that they constitute. Bourdieu's
point of view is processual, and he strived to terem comprehensive model offlexive
sociology (Bourdieu & Wacquant 1995, 35—37; 122—123.)

In this thesis | open up Bourdieu’s thinking thrbulgur important concepts: taste, habitus,
field and forms of capital. The concepts are clpseterrelated. | am mostly interested in
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Bourdieu’s concepts of cultural capital ahdbitusand what they can offer to my cultural
approach towards the Reclaim the Streets —protest.

Bourdieu bases his idea of culture on an anthrgpodd basis. He sees that one can'’t
understand cultural practices, unless culture isugint back into ‘culture’ in an
anthropological sense. Culture in an anthropoldgsemse means a Durkheimian division
between the sacred and the profane. Culture isasedmneans to produce distinction between
social classes. The social classes deny loweravufgrofane forms of culture, in order to
affirm the superiority of those who can be satfieith the refined and distinguished
pleasures of sacred forms of culture. The “commamdices and objects must be purified,
made sacred, through a process of stylization, wimwolves the primacy of form over
function. To Bourdieu, art and cultural consumptase predisposed to fulfil a social function
of legitimating social differences through culturaktinction Behind Bourdieu’s elaboration
IS an economic base; the idea of scarcity. (Bourdi@s4, 1; 7.)

Adopting a cultural disposition means distancings®if from the economical necessities:
“These conditions of existence, which are the pmddmn for all learning of legitimate
culture, whether implicit and diffuse, as domestidtural training generally is, or explicit and
specific, as in scholastic training, are charazesti by the suspension and removal of
economic necessity and by objective and subjedistgance from practical urgencies, which
is the basis of objective and subjective distamemfgroups subjected to those determinisms”
(Bourdieu 1984, 54). Thus in Williams’ typology Bolieu adopts a materialist standpoint. In
Bourdieu’s sociology cultural dispositions reprdseividuals’ position in an economic and

historical order.

In the complex society, there are multiple micraussor spaces of objective relations, which
have their own distinct logics. For Bourdieu, thase calledields,which can analytically be
defined as networks or configurations of relatidmstween positions. For example the
economic field has its own distinctive logic anddecof conduct. Fields are arenas for the
struggle for resources. The field can somewhatdmepared with a gamegefl). However, the
rules or codes of the field are not explicit, as thles of the game are. The resources on the
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field are forms of actorgapital, may it be cultural, social or economic capitdieTactors can
try to increase their capital, but they can algddrchange the immanent rules of the game, for
example by changing the values of the differentitalgp In this sense, fields are scenes of

struggle that involve the use of power. (Bourdied&cquant 1995, 122—127.)

In this thesis | am interested in Bourdieu’s iddacaltural capital. Cultural capital is

convertible, in certain conditions, into economapital and may be institutionalized in the
form of educational qualifications. Cultural capitan exist in three forms: in the embodied
state, i.e. in the dispositions of the mind andyhanl the objectified state, that is in the form of
cultural goods; and in the institutionalized state, in the form of academic qualifications.
The embodied capital is external wealth convertgd an integral part of the person, into a
habitus In an objectified state cultural capital has anber of properties that are defined only
in the relationship with cultural capital in its bodied form. The objectified cultural capital
presents itself in material objects and media, aghvritings, paintings, monuments, music
etc. In the institutionalized state cultural capitfers to academic qualifications, certificates

of cultural competence. (Bourdieu 1986.)

The habitusis a system of dispositions which organizes pcastiand the perception of
practices. Habitus is an embodied deep structuakeishconstituted and reproduced through
history. It affects actors from within, but it i®instrictly individual or fully deterministic. The
habitus is the principle of objectively classifiapldgments and the system of classification of
these practices. It is in the relationship betweencapacity to produce classifiable practices
and works, and the capacity to differentiate angregiate these practices and products.
(Bourdieu 1984, 170; Bourdieu & Wacquant, 1995, 3®-)-

Lifestyles are the systematic products of habitiehitus transforms the distribution of capital
into a system of classifications and perceivededdfices. These differences are perceived
through tastesBourdieu’s idea predisposes tastes to function akens of social class, of
socio-economic position in society. This positioeans also that the encounter with a work of
art, the consumption of art, is never ‘love attfsgyht’, but the viewer has to have cultural
capital in order to enjoy a certain kind of art.uShart-lover’s pleasure presupposes an act of

cognition, which involves the implementation of thwdtural code. The ‘eye’ for a particular
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style of art is a product of history, reproduceddalcation. This presupposition applies not
only to fine arts or so called fine culture, busalto all other areas of life, for example to
cooking, clothing or hairstyles. (Bourdieu 1984, 1:-43; 172—174.)
Taste classifies, and it classifies the classiféocial subjects, classified by their
classifications, distinguish themselves by the inisions they make, between the
beautiful and the ugly, the distinguished and th&gar, in which their position in the
objective classifications is expressed or betrafiédl., 6.)
Tastes are the practical affirmation of an inevéatifference. They are often asserted
negatively, by the refusal of other tastes. Aesthateferences, the so-called lifestyle, in e.g.
clothing, home decoration or make-up, are oppdiieesiito define one's position in social
space. Bourdieu's statement is that especiallyp#tié-bourgeoisie tries to reach out towards
the aristocracy, by appreciating cheap substitédeschic objects and practices. Aesthetic
choices are often constituted in opposition todheices of the closest groups in social space,
and more precisely, in relation to marking distioct vis-a-vis lower groups; for petit-
bourgeoisie, it is the "common people”. Economievpo means a power to keep economic
necessity at arm's lenght. This has led to theeamdion of free, sacred 'fine arts' and the

undervaluation of paid for, commercial culture.idlb55—62.)

Distinction is also made through the body and hodikpressions. Strictly biological

differences are underlined and symbolically accatetth by differences in bearing, gesture,
posture and behaviour which express a whole relship to the social world. To these are
added all the deliberate modifications of appeaandairstyle, make-up, beard, clothing.
They function as social markers deriving their megrand value from their position in the

system of distinctive signs which they constituf@e sign-bearing, sign-wearing body is a
producer of signs, a social product which is thé @angible manifestation of the ‘person’.

(Ibid., 192—193.)

Bourdieu’s theorizing provides an impressive corhpresive model of the society and of the
cultural reproduction. Bourdieu’s aim was to depeb sociology of culture, and his final
result certainly doesn’t leave one cold. For Boeugliculture has replaced society as the object
for sociological analysis (Eyerman and Jamison 1988. However, as far as the analysis of

social movements is concerned, Bourdieu's theagizmas its limitations. Eyerman and
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Jamison (1998) criticize Bourdieu from forgettimg tmediating levels between his micro- and
macro-level analyses. According to Eyerman and samiBourdieu pays too little attention to
the level where social movements are to be foumdirdeu shares with Talcott Parsons, the
American structural functionalist, an interest xpkaining how a society reproduces itself, and
not in examining the transformation of the soci&gurdieu’s concepts are of relatively little
use in trying to understand how social movementgritiute to the cultural transformation of
the society. Eyerman and Jamison criticize thik lafcinterest towards the transformation of
society and towards social movements, which theyasecreative, experimental actors in the
society; “cultural labs”, arenas for the practicioignew forms of social and cognitive action.
(Eyerman & Jamison 1991, 58—59; 1998, 16—17; 20—441)

6.4 Subcultural capital

Social movements are closely connected to subegltiEyerman and Jamison point out that
social movements provide an alternative vision sy of life than the dominant society.
Social movements transform marginal subcultures neal alternatives by offering visions
and models of alternative forms of meaning which lba chosen. (Eyerman & Jamison 1998,
170.)

From a classical standpoint, the idea of a subrmilinvolves the existence of a dominant
social-cultural order. The dominant culture repres itself aghe culture, and other cultural
configurations are subordinate to this dominaneanr@ubordinate cultural configurations also
struggle with the dominant one, they seek to modifggotiate, resist it or overthrow its
hegemony. However, the dominant culture of a compeciety is never a homogenous
structure, and subordinate cultures will not alwhgsin open conflict with it. According to
Clarke et al., subcultures are the sub-sets ot ataiures; they are smaller, more localized
and differentiated structures within one or mordtucal networks. The character of
subcultures can only be seen in terms of theitiogldo the wider cultural networks of which
they form a distinctive part. (Clarke et al., 1918—13.) Hebdige (1979, 17) points out in a

famous textSubculture: The Meaning of Styleat the struggle between different cultural
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groups and cultural definitions and meanings israggle within signification, a struggle for
the possession of the sign which extends to evemitst mundane areas of everyday life.

Reed (2005) provides a differentiation between slibes and countercultures. Subculture is
not necessarily countercultural, it can also beradttive. Countercultural subcultures position
themselves in an opposition with the mainstreanera&s alternative subcultures adopt a ‘live
and let live’ attitude. (Reed ibid., 304.)

Sarah Thornton (1996), who provides a Bourdieusgriiced model of subcultures, criticizes
the ‘classical’ approach towards subcultures anthtaias that this framework is a heavily

dependent on the concept of ‘mainstream’ whickeiadp built as a yardstick against which the
resistance of the subculture is measured. Thongjects the idea of a mainstream/subculture
division as well as another dichotomy often coneeatith the study of the musical worlds of

youth, commercial/alternative. Thornton argues thanore complicated picture should be
drawn that takes account of both subjective aneabiwe social structures as well as the

implications of cultural plurality. (Thornton ibi®3—94; 95—97.)

Thornton then turns to Bourdieu’s theorizing a®atextualizing tool for her research@iub
Cultures: Music, Media and Subcultural Capit@ll996). She argues that even though the
British clubbing scene is difficult terrain to mags club nights continually modify their style
and club culture is fragmented, the crowds arel|eegregated and subject to distinctions, the
clubbers themselves constantly catalogue and ffagsuth cultures according to taste in
music, forms of dance and styles of clothing. Thebloers and ravers are identifying a
homogenous group they don’t belong to, and whisedlare many other scenes, most clubbers
and ravers see themselves as in opposition tontlanstream’. ‘Mainstream’ is seen as the
commercial ‘chartpop’ culture. The word ‘undergrdurs the expression by which clubbers
refer to the subcultural. ‘Underground’ sounds authenticand in an opposition with the
mass-produced and mass-consumed music. This ogjeofi the imagined ‘mainstream’
exhibits to Thornton the construction of an imagdir&her’. In Bourdieu’s terms, the clubbers
are rejecting the economic necessities of a bowsgead commercial world. British youth
cultures exhibit a ‘stylization of life’ that dewgls as the objective distance from necessity
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grows. The young adults can reject being fixed abyciby investing in leisure. They have
loosened their ties with family but have not yettled with a partner or anchored in their
social space through their occupation. (Bourdie841%5—56; Thornton 1996, 98—99;
101—103; 117.) According to Reed’s categorizatifmliowing Thornton’s argumentation
club cultures can be seen as having a counteralltiraracter. However, this is a very
straightforward interpretation about a versatiléural phenomenon.

Thornton gives the name ‘subcultural capital’ t@ thet of shared values and knowledge
according to which subcultural groups distinguisémselves from outsiders:

“Subcultural capital is the linchpin of an alterimathierarchy in which the axes of age,
gender, sexuality and race are all employed inram&eep the determinations of class,
income and occupation at bay. Interestingly, theiatologic of subcultural capital
reveals itself most clearly by what it dislikes dmdwhat it emphatically isn’t. The vast
majority of clubbers and ravers distinguish thewsel against the mainstream.”
(Thornton 1996, 105.)

According to Thornton, the use of media is a pryrfactor governing the subcultural capital

and it is impossible to understand youth subcustuvghout a systematic investigation of their

media consumption. The media is not simply one eratd distinction, but an important

network in the definition and distribution of culal knowledge. (Thornton 1996, 13—14.)

Analyzed through Bourdieu’'s notion of cultural dapi also subcultural capital can be
embodied, objectified and institutionalized. Insthihesis 1 am mostly interested in the
embodied and objectified states of (sub)culturglited The embodied subcultural capital is
the person’s habitus, their subcultural styles @isgositions, for example their taste in music.
The objectified state of the subcultural capitalamethe material objects and media, such as
writings, paintings, music etc. (Cf. Bourdieu 1986.

6.5 Reclaim the Streets and subcultural capital

Thornton’s (1996) idea of subcultural capital po®s one framework of understanding the
role and functions of cultural forms in the Recldime Streets —protest. It is important to note
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that 1 am not suggesting that the organizers of Reelaim the Streets —events could be
analyzed as one subculture. My previous studiesthen phenomenon revealed that the
organizers come from heterogeneous groups of pebgigided the organizers roughly into

five groups:

1. people coming from radical (environmentalist) moees, such as Friends of the
Earth Finland, the “fourth environmental protestve/a groups and globalization
critical groups,

squatters,

people coming from political organizations and et

people coming from the electronic music/club scene,

a k0D

friends of the organizers, social networks. (YE&s2006.)

This division is purely analytical as there are amigers who have multiple roles and
backgrounds, and also it can be argued that alalbsif the organizers become friends or
acquaintances when organizing an event and theld dberefore be counted in the fifth

category. However, from a subcultural point of vidwe categories from 1 through 4 can be
constructed as differing subcultures with their damms of subcultural capital. In this chapter
| will take up different examples of this subcuéilcapital and how it is being utilized in the

process of organizing the RTS-protests and in th&ept itself.

As an embodied state, subcultural capital manifiést#f as the actors’ habitus and their tastes.
As depicted above, the musical genres most oftéimadt in the protest are of countercultural
character. This countercultural stance towards toected ‘mainstream’ and ‘commercial
culture’ is one part of the street reclaimers’ sutwral capital. When | asked the interviewees
why there were particular genres of music playetheevents, the answers were usually that
they (as the organizers) or the dj:s liked thatlah music. Following Bourdieu’s theorization,
the taste in music is one attribute of the persbalsitus. The street reclaimers’ taste in music
could describe them as urban, counterculturallgrded, young city-dwellers. The young age

of the protestors (according to my observation o$5—35 years) supports Thornton’s
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interpretation that the young protestors are regjgdheir settling in the bourgeois working life
by investing in leisure and fun through this expres form of protest.

Authenticity is an important part of the streetlaguers’ subcultural capital. Subcultural
capital, expressed by the person’s habitus, isvagrof representing her values through bodily
expressions and taste in clothing, hairstyle andiecntHippie’ outlook has a resonance with
the 1960s radicalism, countercultural resistandbeacommercialized values of the preceding
generation. Rastafarianism-influenced hairstyleshsas ‘dreadlocks’ (that are popular
amongst the participants of the RTS-events) repteskentification with the anti-Western
values and criticisms represented by the reggaéureul Punk outfits represent the
countercultural and anti-establishment attitudethefpunk movement. These countercultural
dispositions in the habitus of these individuals @mnportant parts of their subcultural capital,
which is in turn connected to the motivations o thdividuals to take part in demonstrations

such as the Reclaim the Streets —protest.
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Picture 2. Street reclaimers in Helsinki 26.8.2007 Notably: dreadlock hairstyles,

colourful clothing.

When analyzed in the objectified state, subcultaggdital manifests itself in material objects
and media. One key issue in Thornton’s (1996) sln@l capital is the use of media. From
this point of view | can examine the protestor® o$ micro-media, that is the flyers, posters,
www-pages and other materials that they are utijzo advertise and inform about the events
before, during and after the actual protest. Theroamedia are usually produced by the
protestors themselves, using a principle of Dooiirgelf (on the concept see e.g. Toivanen
1997). According to my interviews and observatidnthere is someone in the organizing
group that knows how to produce www-pages or flyerd posters, they are being employed.
Sometimes the posters are being made by an oupsimfessional’. The process of making a
poster and “flirting” with the subcultural audienisean ongoing discussion in the organization

of the RTS-events. Interviewee depicts this progestelsinki:

“[...] | remember that in a meeting people argued tha poster is, people wanted to
make it more commercial, at least then in the bdginof the 21 century, that people
wanted to make like club culture style posters. Bu} okay who decides, that's a good
question, like the party posters in the beginnifithe 2£' century, they were done by a
professional, maybe it was like decided that peoyated to have nice posters, they
were given to be made by a professional, like peaphybe appreciated to get like
impressive posters.” (Interview 5, translation frémnish AY.)

As one interviewee puts it, without a ‘catchy’ adigement material, you will not get people

to show up:

“In RTS, like in every other party, if you want g#e to come, you need to make a
catchy flyer. So it is quite important. So thaiti$ just something quickly thrown there,
no. It's funny. The flyer is important.” (Interviedy, translation from Finnish AY.)
It is not just the advertisement material, but aldeere the advertisement is spread. When |
asked interviewee 1 where the advertisements fflyerthis case) were handed out, she
summed up: “In Faces to the hippies.” (Faces isnai$h annual ethnic and world music
festival that gathers a lot of ‘countercultural'da&ences.) Then she continued: “In the bars and

at the parties mostly, which are arranged in thmrsar, and at the festivals. You usually get a
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lot of people to come from the summer festivalsgrél the interviewee is evidencing her

subcultural knowledge of where the interested anatie can be found.

These citations show that the subcultural capitat the organizers have is an important part
in the designing and spreading of the advertisemmeterial. According to Thornton (1996),
the micro-media also includes Internet websites amord-of-mouth communication.
Subcultural capital has an important role in thesevorks too. In the Internet, RTS organizers
use different discussion forums (such as Elain@f@rumi, a Finnish animal rights
discussion forum, or Klubitus, a Finnish club scdamim), online communities (such as
MySpace) and email lists to inform and advertiseuatthe upcoming protestivals. According
to my observation, also other kinds of communigatievices are used, such as mobile phones
by calling and sending SMS messages, and diffénéetnet-based instant messaging systems
such as MSN Messenger. All of these examples shekiifal and varied use of information

technologies and informal networks, important t@ffiton’s idea of subcultural capital.

Another, reverse example can be given where thedasubcultural capital can be a problem
to the organizers. As two interviewees describée giriation:

“But then it is like, that it has been a bit difiltto get performers when you don’t have
like connections. Like | have, we have been aslkafigthose punk bands, but they
haven’'t showed up.”

[...]

“Yes, like | would like to have a more convivialnasphere, but [not] like heavy

electronic music or heavy punk, but somehow thoke play more laid-back music

don’t necessarily want to come, like they maybekhhat this is too radical, or like too

political.” (Interview 2, translation from FinnishY.)

The role of subcultural capital is not only limitemlthe organization of the event. It also plays
an important role in the actual RTS-protest. As dpgut it in an interview, the musical
choices that he makes have a profound influenteeipeople that show up in the events:

“And like | am aware of the fact that most of thedeence wants to hear psychedelic
trance. But | have tried to make it a bit more popt because | could get more like
points from it but because | have wanted to gundenbusical development like a bit, to a
less radical direction than it has been in. Likeofi have noticed that all the performers
are playing like quite a difficult sound that doésmecessarily open up to ordinary
people, and I think that it is just such a coohsitp see somebody for the first time of
their life to hear like some song and something kfectronic music, and you see that
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they like it. That's why | have tried to make thetsseasy; | prefer to play a bit easier
sound in the Reclaim the Streets —events than lysu@hterview 4, translation from
Finnish AY.)

According to this interpretation, the organizergbesultural capital is one resource that the
organizers have. As it is central in the resourobilization approach, discussed earlier, the
protestors are using their subcultural capital essaurce in the organizing and realizing of the
protests. The utilized cultural forms have an int@atr role in this, as they — the musical
genres, the layouts of the advertisements etce alap representing the organizers’ objectified

subcultural capital.

As a researcher | found out that my own subcultaegdital is in an important role in the
realization of the research. | was able to get materviews because | knew where to look. |
contacted my interviewees through Internet siteschsas the animal rights forum
Elainoikeusfoorumi and the online community MySpaédso | got to know about the
upcoming RTS-events through the Internet, suctheaslubbing forum Klubitus. Without the
subcultural knowledge that these could be the spatere | could find and contact the RTS-

organizers, it would have been much harder to conthis research.

6.6 The cognitive praxis approach

Eyerman and Jamison (1991; 1998) argue that orectspssing from the sociology of social
movements is the idea ofagnitive praxis The idea behind cognitive praxis involves the
dynamic role of social movements in the social sigapf knowledge. Cognitive praxis seeks
to grasp the symbolic or expressive significancesadial movements. It is a kind of deep
structure, the social action from where new knog&dnd new perspectives originate. Thus,
cognitive praxis refers to the idea of social moeais as knowledge producers. To Eyerman
and Jamison, the collective articulation of a mogatrdentity can be likened to a process of
social learning, opening a space in which creaititeraction between individuals can take
place. A social movement is not one organizatioorgg particular interest group, but rather it
is a cognitive territory, a new conceptual spae th filled by a dynamic interaction between

different groups or organizations. Cognitive praxas the creation, articulation and
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formulation of new ideas is a process through wisicbial movements define themselves in
society. As well as creating new types of knowledgmcial movements also recombine or
connect previously separate types of knowledge wegtth other. (Eyerman & Jamison 1991,
45—49; 55—59.) This point of view is interestingtlivregard to the Reclaim the Streets —
movement, which was born in England when envirortalesctivists and politicized ravers

found each other and combined their ideas together.

Methodologically, studying social movements cogeity means that social movements have
to be seen as processes in formation. Accordirgygyman and Jamison (1991, 59—60) the
distinctiveness of social movements lies in thesodyanization and transience; they are
constantly in motion. A movement moves; it liveglaties, or it fades away as its cognitive
project disintegrates into various component paftiech become either adopted or discarded.
Eyerman and Jamison ask which new ideas are prddincesocial movements and what

particular social movements contribute to sociacpsses of knowledge production. (lbid.,

59—61.)

When studying the cognitive praxis of the environtaé movement, Eyerman and Jamison
identified three dimensions of cognitive praxis: sewlogical, technological and
organizational. These three dimensions capture aplgrt of the cognitive praxis, but they are
useful as an analytical framework. Cosmological efision consists of the worldview
assumptions, the attitudes towards nature and tgpcamd their interrelationships. The
cosmological dimension involves the basic beliditgrotaken for granted by the activists
themselves. What is interesting is the fact thatoeting to Eyerman and Jamison, the
cosmological dimension can be “read”, reconstruftech existing cultural materials, such as
movement documents, programs and articles. Techimalodimension can also be read from
movement texts and concepts. It involves the teldgnal issues that the movement develops
around. What kind of technology the movement améis and utilizes, and what technological
issues the movement articulates in its practical/igc The organizational dimension is the
way in which the movement gets its message aceyss,the organizational forms within

which their cognitive praxis unfolds. (Ibid., 66—Y1

53



54

In important role in the process of cognitive peagf social movements are the ‘movement
intellectuals’. All activists in social movementsain some sense, movement intellectuals,
because through their action they contribute tofdinenation of the movement. However, all
activists don’t participate equally in the cogndtipraxis of social movements. Some actors are
more visible as organizers, leaders or spokesperdéyerman and Jamison use the term
movement intellectual to refer to those individuadso through their activities articulate the
knowledge interests and cognitive identity of sba@vements. (Eyerman & Jamison 1991,
94—99.) In this thesis | have adopted the term ‘ement intellectual’ to describe those
individuals, ‘core activists’ who are actively idved in the organizing of RTS-events. From
my previous experience (Ylisela 2006) | have foond that in the RTS-movement there is a
more active insider group of activists who partidein the action over a longer period of time,
and a more loose group of ‘hang arounds’, who mayasicipate once but are not as
committed to the movement as the previous grolghdl these ‘core activists’ as ‘movement

intellectuals’.

In Music and social movementEyerman and Jamison (1998) then go on to elabarat
music as a form of cognitive praxis in social moeats. By elucidating the relations between
social movements and musical traditions, EyermahJamison want to broaden the cognitive
approach to encompass additional aspects of mowveangwity, which precondition and are in
turn conditioned by cognitive praxis. According tleem, social movements have a deep
impact on processes of cultural transformation. deeper structures of feeling that provide
cohesion to social formations are periodically vemmed through social movements. Eyerman
and Jamison want to focus not only to the movenmgatiectuals but also to the ‘movement
artists’, who construct and organize the cultudivities of social movements. (Eyerman &
Jamison 1998, 20—22.)

Social movements can’t of course escape the “gdroelture”, as Bourdieu (1984) points out,
but they can actively recombine artistic traditiam&n innovative way. Eyerman and Jamison
use the concept of ‘exemplary action’ to refer tasio and art; it is lived as well as it is
thought, it is at the same time cognitive and &veB on more emotive aspects of human
consciousness. As cultural expression, exemplarjoracrepresents symbolically the
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individual and the collective which are the movemdinis symbolic in that it symbolizes all
the movement stands for, what is seen as virtuodsvhat is seen as evil. Thus, art and music
in the hands of social movement actors are mone jungt functional devices that are used for
recruitment of new participants or resources tonobilized. (Eyerman & Jamison 1998, 22—
25.)

In the empirical data collection | have paid ati@mtto the concept of ‘movement artists’. |
consider ‘movement artists’ to be those individualso are taking an active part in the
formation of the cultural elements in the RTS-pstt8y this | mean dj’'s who play music in
the events and the artists who plan and producadkertisement material and banners that
are being used to advertise about the events adedorate the reclaimed street during the
protest. As with ‘movement intellectuals’ it is raitaightforward to say who can be labeled as
a movement artist. | have used these concepts pisiesthtools that have helped me to choose
target groups for my interviews. The same persauddcact as movement intellectuals and
movement artists at the same time. However, | atrimerested in describing the individual
characteristics of a movement intellectual or a emeent artist, but my interest lays on the
impact that these persons have on the knowledghipirog processes of the movement; in this
particular case, the role and place of culturan®in the movement.

| share Eyerman and Jamison’s view that music anheraoncrete cultural elements have an
important role in the action of social movementsytipularly those culturally oriented
movements as Reclaim the Streets. | develop arpictiithe role of cultural elements in this
particular movement. The role of cultural elemestseen as a part of the cognitive praxis
created by the movements (Eyerman & Jamison 1988,\y intention is not to provide a
whole picture of the cognitive praxis of RTS-movemebut to elaborate the meaning of

cultural protest forms in this process.

Eyerman and Jamison (1991, 60—65) discuss the tammoissue of the researcher’s position
in relation to her research subject. In this thdspovide only one interpretation of the
cognitive processes mediated through cultural famike RTS-protest. Thus, my approach is
not comprehensive and | do not claim so. As EyerarahJamison suggest, | take a step back
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and look at my research subject with a criticatafise. This means placing the movement in a
historical and cognitive context and subjecting fisaxis to theorization. | use a
methodological triangulation to approach the megiehind the utilized cultural forms. On
one hand, | am sensitive to my interviewee’s cohgazations about the cultural forms they
are utilizing, but on the other hand | am also regéed in analyzing the meanings from a
distance, placing the music, arts and bodily hahitua wider historical and political context.

6.7 Movement artists and movement intellectuals

According to my research questions, | was intecestdinding out who decides what kind of
cultural forms are used in the protest and how.ofging to my previous studies on the RTS-
movement (Ylisela 2006), it is possible to distiisiutwo groups that participate in the protest
action: the “activists” and the “music people”. $hiivision is of course artificial, but it
provided a basis for me to choose the interviewBesn the 6 interviewees | labeled 4 as
“movement artists” and 2 as “movement intellectualfie movement artists were people that
had been active in producing the cultural contdrthe protest. For example they were dj's
who had been playing records in the events, astantvho had been creating the poster images
and other advertisement material. The movementleotaals were people who had been
participating in the creation of the protest eveptditical declarations, such as flyer texts or

media material.

The interviewees described this segregation of diganizers as a reconciliation of two
different sub cultures:

“They [organizers of the RTS-events, AY] are offgople that are actively involved in
some organizations, either in political organizasio like for example environmental,
animal rights and so on, or then they might be kaemnechno culture, like involved in it.
Often it seems like either or. Like, it seems toableit like two totally different interests,
and then there is a symbiosis in this case.” (u@r 4, translated from Finnish AY.)

“But | remember that between them there was a icekiad of discussion about where to
take the happening, like should it be politicizedrenor not, but then, and maybe it is just
an issue of personal chemistry and this kinds titiral, like the activist scene is a certain
kind of sub culture and then the music people le& sub culture and it is a question of
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their reconciliation somehow, like they both hateit own ways of action or thoughts
about the other's ways of action and prejudicesamething.” (Interview 5, translated
from Finnish AY.)
This segregation of interests means that the montarésts and movement intellectuals work
quite differently in creating the movement’s cogratpraxis in their own direction. The aim
of the movement artists is to create a good ambiarih the music, to get people to come and
to enjoy themselves. Also the advertisement madtgy@sters and flyers have the pragmatic
function of being appealing to the target group,desussed in the chapter on subcultural

capital.

Thus it seems that the role of the movement arissisportant, as they need to have the
required subcultural capital in order to be ableroduce cultural contents to the event so that
the event is successful. Not surprisingly, allloé interviewees saw that the role of the music
in the events was an important part of the protest.

“Like it [the music, AY] is in my opinion a reallynportant part of the event’s outline, in
that sense that it is the past-time like what youtere, if, nobody would want to, or not
many people would want to come there to standdar hiours with a sign in their hand.
And we haven’t had that either. | have been thiglabout it, like is it more like a cultural
event, a gig, than a demonstration, but of coursdraffic is cut off then.[...] Like most of
the people come there probably to enjoy the musicse on, more than just to protest, but
| do think that many of them share the same thautdn us organizers.” (Interview 2,
translation from Finnish AY.)

This comment illustrates the role of the music msnéegrative element between the cultural

and political aspects of the movement; whether Ri& is a cultural event, an event of

“standing with a sign in the hand” or a combinatafrihese.

6.8 Cultural forms as dimensions of the cognitive p raxis

According to Eyerman and Jamison (1998), socialenmnts mobilize traditions as a form of
cognitive praxis. Social movements act as cultlatas that set off transformations and provide
social spaces for cultural experimentation. Sociavements deconstruct and recombine the
materials and resources of traditions. Eyerman dardison argue that traditions, such as
musical ones, involve underlying philosophical aatonal ideas. Traditions contain both a
philosophy and a set of performance principles. ffadition is thus a set of ideas as well as
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practices, and attention should also be paid towhg in which theory and practice are
combined in collective rituals or festivals. The biization of tradition involves the use of
cultural artifacts, for example music and art works tools for protest and the formation of
collective identity. (Eyerman & Jamison ibid., 412%1In this thesis | look at two ways of
mobilizing and rearticulating traditions as dimems of the movements’ cognitive praxis:

music and works of visual art.

Music as a dimension of the cognitive praxis

As formulated by Eyerman and Jamison, there areetldimensions of cognitive praxis:
cosmological, technological and organizational. SEhéhree dimensions are useful as an
analytical framework. The cosmological dimensioasps the basic beliefs often taken for

granted by the activists themselves.

When examined from the cognitive praxis point okwj it can be stated that the
countercultural struggle for independence and isgitowards a constructed ‘authenticity’
involved in punk, hip hop, reggae and rave arera gfathe process of creating Reclaim the
Street —movement’'s cognitive praxis. The strivingwdrds authenticity and non-
commercialism is an important part of Reclaim thee&s —movement’s cosmological

dimension.

The music acts as exemplary action, which symblbjicepresents what the movement stands
for; what is seen as virtuous and what is seerviasie these musical genres, the commercial
‘mainstream culture’ is constructed as an evil, ighs the countercultural ‘underground’ is
seen as virtuous and authentic, a space for defgrde independence of a disadvantaged or a
powerless group. My argument is that the musicairege arerepresentations of the

cosmological dimension of the Reclaim the Strestsvement’s cognitive praxis

Music is also connected to the technological dinen®f Reclaim the Street's cognitive

praxis. The movement criticizes private cars and aature, but at the same time the
technologically oriented sounds of electronic masiE used in the protest. The music which is
being amplified from the pa’s needs various tecbgichl devices, such as turntables, head
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phones, microphones, mixers, sound reproductionpetgnt, and an aggregate to produce
electricity (or another source of electricity). S®RTS-organizers are critical towards this
technological equipment. For example in the RovaniRTS the organizers don’t use cars to
move their equipment, but they use bicycles and wakts in stead (interview 2). In Helsinki
squatters organized a spontaneous RTS in Mannari@nusing only drums and body
percussion as musical instruments (HS 2.6.2008chiiology can be described as a ‘mixed
blessing’ in the RTS-protest. At the same time thatprotestors are criticizing fossil-fuelled
car traffic, they are using aggregates to prodleetricity for the amplifiers, and private cars

to transport equipment to the street.

The use of technology can also be linked to themrénd youthful character of the RTS-
movement. The Finnish RTS-protestors are youngarudity-dwellers, aged mostly from 15
to 35 (cf. Yliseld 2006). They are the same agegitban most clubbers and ravers according
to e.g. Thornton (1996) and Seppéala (2001), youhgts In these age groups the use of
internet and other electronic medias is common aogular (Suomalaiset tieto- ja
viestintateknologian kayttajind 2005). Thorntonuaayg that it is impossible to understand the
distinctions of youth cultures without investigafitheir media consumption. The media is a
crucial network to the definition and distributioh cultural knowledge; being in and out of
fashion correlates with degrees of media coveraggation and exposure. (Thornton 1996,
13—14.) The internet and communication medias hadrgortant role in the Reclaim the
Streets -movement’s diffusion to Finland and otheuntries: protestors are utilizing the
internet in various ways in the process of orgawgzhe protests.

The organizational dimension of the cognitive psaisi the way in which the movement gets
its message across. The organizational form ofRM& is a localized network of people,

whose subcultural capital is in an important ralethe organizing of the events, such as
depicted before. The organizers act in a non-tchreal manner using their subcultural

capital as a resource in the process. The rolbeofritovement artists is salient in this process,
as it is them who pick the music that is to be pthyn the events. The RTS-protest is
organized much like an “ordinary” gig or a partg, & project that starts a couple of months
before the actual event and dissolves after thepgrdas been realized. The network usually
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meets regularly before the event. The role of compation technology is vital to the process
of organizing the event. The organizers communiwzgéeemail lists and instant messaging
systems. Also mobile phones were used in almoghalimeetings | observed, to contact the

organizers that were absent.

Micro-media and cognitive praxis

According to Thornton (1996), micro-media refers figers, fanzines, posters, listings,
telephone information lines, pirate radios, e-ntiats and internet sites that the subculture is
using in order to communicate and advertise abloeiteivents that they are arranging. Also
word-of-mouth and word-on-the-street communicaian be included in these media. This
low circulating, narrowly targeted micro-media h#se most credibility amongst the
subculture, and thus the individuals that are aptusing micro-media can have a good
subcultural capital. The micro-media have an aurdeang of authentic and autonomous
character, but as Thornton points out, they ar¢imgent upon other media and other business.
(Thornton ibid., 137—138.)

The group that | observed in the summer 2007 useshail list to arrange meetings and other
practical issues. Protestors advertise the RTStevarthe internet, creating web-pages and

advertising in discussion forums and web calendarssuch as

www.oikeuttaelaimille.net/foorumand My Space. The street advertisement that tbhapgr
was using included posters and stickers that cbaldlistributed around the city, and flyers

that were handed out on the street.
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Kokoontuminen Kirkkopuiston hiekkakentalld klo: 12.00.
Kadunvaltausjuhla vapaan ja autottoman kaupunkiti_lan
pualesta. Musiikkia, vegeruokaa, jarjestdpdytia, pienajot.
Tanssia ja oman eldmén hallintaa..

Valtaamme kadun
saadaksemme tilaa
hengittda.

- Tekno
» Stak (Pumamisvaara,JKL) -Te ;
» Gak (Putoamisvaara, TRE) - Dubstep

» Chris Robin (J-Funk, JKL) - Drum&Bass Le s

» Introuble (Usva, JKL) - Drum&Bass

» Dj Berrief (Brazi| - Psy Trance)
e —

Picture 3. The poster for the Jyvaskyla Reclaim th&treets —event on 4.8.2007.

This poster is quite typical as to what the pdaddiic oriented Reclaim the Streets -flyers and -
posters look like. This A4-sized poster was alseduss a flyer in a smaller form. The poster
was originally in black-and-white, a choice thatswaade out of cost saving reasons. The
elements that stand out of the poster are the ithgthat figures the name of the event,
Reclaim the Streets, and the place and date. B&imnbasic information there is a symbol
that depicts music (the horn and the notes). Irbthek box in the middle there is information
about the meeting place and time, as well as al sefafence to the themes of the protestival:
“A Reclaim the Streets —event for free and car-frdgan city space. Music, vegetarian food,
organizations’ info desks, pienajot (which is amwel protest against the Jyvaskyla World
Championship Rally). Dancing and taking control oyeur own life...” After these texts
there is a short slogan in the flower-looking bebbh the left: “We reclaim the street in order
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to get some breathing space.” This slogan can tefdre pollution caused by car traffic, but
also to the protestors’ requirement to get a sgddéeir own in the city. Below the flower
there are the names of the dj’s that are playintherstreet, their residences and their musical
genres. The burning police car in the right comeibly illustrates the countercultural element
of the event. Burning cars are an often occurrhmgte in the Reclaim the Streets —ads, but
usually they are not police cars. This can be ssea comment towards the police: if you try
to stop us, there could be trouble. The burning-theme can also be seen as a reference to
the restlessness that has been occurring in theaC&urope, in France and more recently in
Copenhagen when the Ungdomshuset squat was eviztedof the organizers told me that he
would like the Jyvaskyla Reclaim the Streets toehawconnection with the recent squatters’

demonstrations (observation 19.7.2007).

What is notably absent from this poster is a refeeeto the World Championship Rally that

was arranged at the same time in Jyvaskyla. Tlesmsdo be a conscious choice in order to
avoid the event from being labeled as just a pagginst the rally. The name of the after party,
Beat vs. Rally, was the only reference to the rdigme, as well as the small mention in the
poster of the Pienajot-protest against the raliegably the after party is not mentioned in the
poster. This is due to the fact that distributingters around the city is forbidden in Jyvaskyla.
The organizer of the after party didn’t want to dmnnected with the Reclaim the Streets —

posters in order to avoid trouble. (Observatiory Z2007.)
Another way of illustrating the cognitive praxis thle movement through visual arts are the

banners that are being used to block the streetsgiiine protest and to create the atmosphere

on the street.

62



63

Picture 4. Reclaim the Streets —banner. Jyvéaskyla&.2007.

Picture 5. The same RTS-banner as before, in Heldn18.8.2007.
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The banner depicted in the pictures 4 and 5 ispulpo one and it has been used in many
RTS-events. The popularity of the banner is coretetd the fact that it illustrates the spirit of
the RTS; it provides a representation of actionghi& reclaimed street. According to an
interviewee, the banner originates from Helsinkd &nwas made in 2000 (interview 5). In the
banner there are people of different ages (incpdinbaby in a go-cart), playing chess,
dancing, juggling, sitting, relaxing in a hammoskating, and a dj playing music. This banner

is an illustration of the cosmological dimensiortloed RTS-movement’s cognitive praxis.

The combination of the banners’ practical and sylmldanctions can also be seen from these
photographs. The large banners are used to cuheffraffic from the reclaimed street. Thus

the banners function as pragmatic tool for theizatibn of the protest. However, as it can be
observed, the banners are hung so that their megsagsible to the outside. The banners
have also a symbolic function of telling the ouésigudience about the protest. The name

Reclaim the Streets is painted in big block letterannounce about the event.

From an organizational point of view, the symbdliaction of this banner in creating the
cognitive praxis of the Reclaim the Streets —pttotakis important, because the RTS is
organized as an antiauthoritarian form of civilatiedience. The pictures in the banner are
providing one suggestion to interpret the actionghe reclaimed street. According to Sampo
Villanen (2004) who has studied the spatializattdrdemonstrations, in civil disobedience
demonstrations it is not always clear to the aumbewhat is going to happen, because the
demonstrators have a bigger influence on the hapgernhan in a legal demonstration. The
demonstrators want to provide suggestions as tat wbald happen in the space of the
demonstration. (lbid., 81—86.) This banner candmnsas one suggestion as to what it means

to reclaim a street.
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7 Performing Authenticities

My hypothesis has been that the cultural forms thatstreet reclaimers are utilizing have a
profound meaning and an important function for RI¥S-protest. | have examined the role of
cultural forms, such as musical genres, visual ants protestors’ habitus, from two different

points of view.

The other one discusses the role of cultural foamsa form of the protestors’ subcultural
capital. From this point of view | have stated thia® protestors are skilled in using their
subcultural capital in order to advertise about ¢vents and to assure the success of the
protest. The amount of subcultural capital, suclhasknowledge on how to produce a flyer
that ‘gets people to come’, is important in thegass of organizing these events.

However, | do not handle the cultural forms in fhretest on just a pragmatic level. Rather,
following Eyerman and Jamison, | have argued thatutilized cultural forms have a deeper
symbolic and cognitive function in the protest esators of constructed cultural performances
that |1 have labeled as performed authenticitiedtu€al forms represent the cosmological
dimension of the movement’s cognitive praxis. Thesio, the works of visual art and the
bodily expressions and styles are cultural perforeea that are participating in the
construction of the movement’s cognitive praxis apdrforming of countercultural
authenticities, that is to say to the way of seeind doing things differently. | tend to agree
with Eyerman, Jamison and Touraine in seeing theiasomovements as important

contributors in the society, as they provide neltucal meanings and practices.

When connected to Touraine’s idea of social movésnas antagonistic actors in the society,
it can be argued through Touraine’s diagram tha gerformance of countercultural
authenticity through cultural forms is actually atieg the social movement as an actor
(Diagram 3).

65



66

T ( struggle
~of independence)

,r’. '
,r Ry
; '\

| (authentic, O (oppressive

independent self) forces;
commercial
culture)

Diagram 3. The illustration of the RTS as a socialmovement through Touraine’s
diagram (cf. Touraine 1981, 81).

Thus the RTS is creating itself as a political agtothe process of using certain kinds of
music and advertisement material. The used culfarals do not only support the protest on a
pragmatic level, e.g. in cutting the street froafftc or creating a good atmosphere, but on a
more symbolic level the used cultural forms arastifating the movement itself: what the

protestors see as virtuous and what they see las evi

As far as a cultural performance is concernedgetlsbould be an audience that sees and hears
the performance. As Alexander (2004) points owg,dthiccess of the performance is measured
by the fact that if it is convincing and effectivepresents itself as natural and authentic. As
the Reclaim the Streets —protest is concernedrabidt is contradictory. On the other hand,
the success of the protest in Finland, ten years, 50 Reclaim the Streets —events, and the
success doesn’t seem to be fading, shows thavthe df protest has been accepted as a part
of the Finnish protest movements’ repertoire ofaact(cf. Ylisela 2006). However, on the

other hand there is always the danger that theegiras reduced to a small scale and
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marginalized to the point that only a small numbkpeople, those ‘in the know’ or with a

large amount of subcultural capital, are interestetl

As Eyerman and Jamison (1991, 3—4) point out, ihithe destiny of social movements:
“[T]heir ‘success’, as we will argue, is thus pavadal. The more successful a social
movement is in spreading its knowledge interestgliffusing its consciousness, the less
successful it is likely to be as a permanent ogtion. Indeed, the longer a social movement
continues to exist, as it were, ‘outside’ of theabished political culture, the less influence it
is likely to have on the development of knowledgedr example the role of the musical
genres illustrates this paradox. If the RTS-movenrégs to contact more people by changing
the musical genres into more popular or ‘mainstfeganres, it can attract a bigger audience.
But at the same time the movement loses a patsawn countercultural character and the

actual existence of the social movement itselfiggopardy.

In this thesis | have mostly been interested inrtfteement’s collective identity formation,
called cognitive praxis by Eyerman and Jamison. Tdle of the cultural forms in the
expression of individual actors’ identities is alo interesting question. The production of
authenticities in this cultural performance canseen as identity politics. However, in this
thesis | had to rule out this point of view andviea open for further research. On expressive

identities in new social movements, see e.g. Hetgem (1998).

In the social sciences, the viewpoint of ‘cultutatn’ implies that there has been a shift
towards a more culturally oriented phase in théonobf protest movements. In this study |
have pointed out that concrete cultural forms se&efye in an important role in this particular
movement, the Reclaim the Streets. However, it siih’'t be stated on the basis of this
analysis if there has been a shift towards mortually oriented protest. This question still

remains open for further investigation.
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Appendix 1 Theme interview

Kadunvaltauksen luonne —poliittinen, kulttuurinérstoriallinen
Konkreettiset kulttuuriset muodot: musiikki, tointankadulla, koristelu, mainonta

Henkildon liittyvat kysymykset
Taustatiedot: ikd, kaupunki, sukupuoli

Onko sinulla paljon kokemusta kadunvaltauksista™fdlko kertaa olet ollut mukana? Misséa
olet ollut mukana?

Mita olet tehnyt mukana ollessasi? Ovatko ne tyngil tehtavia?

Oletko soittanut tapahtumissa levyja? Oletko swoittabandissa tapahtumassa? Oletko
kirjoittanut teksteja nettisivuille? Oletko tehnggpahtumien mainoksiin kuvia tai teksteja?
Oletko tanssinut tapahtumissa? Oletko esiintynytutieatterissa tai jongl6éraamalla tai
muussa esityksessa?

Milla tavalla tulit toimintaan mukaan?

Miksi toiminta kiinnosti/kiinnostaa yha?

Mita mielta olet kadunvaltaustoiminnasta?

Oletko ollut mukana muussa yhteiskunnallisessaitoiassa? Enté kulttuuritoiminnassa?
Miten mielestasi yhteiskunnallisia ongelmia (esirymparistd) tulisi ratkaista? Onko
kadunvaltaus hyva tapa ratkaista niita?

Kadunvaltauksen luonne

Mitka tekijat maarittelevat kadunvaltausta? Mikadkinvaltaus on kadunvaltaus?

Mitd Reclaim the Streets merkitsee? Entd StreetyPdfntd Reclaim the City? Miksi eri
nimityksia kaytetaan?

Miten kadunvaltauksissa yleensa toimitaan? Kuwvailgestasi tyypillinen kadunvaltaus.
Millainen toiminta kuuluu kadunvaltaukseen ja milken ei? Miksi?

Mitd asioita kadunvaltaus ajaa?

Milla tavalla naita asioita ajetaan?

Ketk& kadunvaltauksessa toimivat? Ovatko toimijeted mukana muissa liikkeissa?

Onko miehia ja naisia yhta paljon? Miksi, miksi ei?

Onko kadunvaltaus laitonta vai laillista toimintadiksi?

Liikkeesta

Onko Reclaim the Streets yhteiskunnallinen liikelR9¥] miksi ei?

Onko eri kaupungeissa kadunvaltauksia jarjestaviftémilla yhteyksia keskenaan? Miksi,
miksi ei?

Miten toiminta syntyi?

Milloin toiminta syntyi?

Missa toiminta syntyi?

Miksi tallainen toiminta syntyi?
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Miten toiminta tuli Suomeen? Miksi?
Onko toiminta muuttunut historiansa aikana? Miten?
Miten toiminta rahoitetaan? Kuka tarjoaa resuissminnalle?

Kadunvaltauksen konkreettiset kulttuuriset muodot
Musiikki

Millaista musiikkia kadunvaltaustapahtumassa yléaeswtetaan?

Miksi tapahtumassa soitetaan juuri sellaista mugik

Milla periaatteella tapahtumissa soitettava musidtitaan? Kuka sen valitsee?

Kuka tapahtumissa soittaa? Miten soittajat tietéwidd paikalle?

Mitd musiikki merkitsee naissa tapahtumissa? Omkis® osa tapahtumaa? Miksi, miksi ei?

Rekuvisiitta

Minkélaista rekvisiittaa kadunvaltauksessa kayte?ddista nama ovat peraisin?
Koristellaanko vallattu tila jotenkin? Miten?

Kuka tekee banderollit? Miksi niitd kaytetdan? Mitekstit ja kuvat valitaan? Mita tekstit ja
kuvat symboloivat?

Mainokset ja lentolehtiset

Miten tapahtumia mainostetaan? Kuka tekee main@ise&trnet, katumainokset

Kuka Kirjoittaa tekstit, piirtdd kuvat? Paatetaamksteista ja kuvista yhdessa, miksi, miksi ei?
Enta kaytetaanko tapahtumissa lentolehtisia? Miksnelle ne on suunnattu? Mitd niissa
lukee?

Kuka kirjoittaa lentolehtisten tekstit ja piirtaéinat? Paatetaanko niistéa yhdessa, miksi, miksi
ei?

Toiminta kadulla

Mita kadulla tapahtuu? Mita ihmiset tekevat? Kuial& on?

Kuka saa tulla kadulle?

Mita vallatussa paikassa normaalisti tapahtuu? Ka#étaa toiminnasta tilanteessa?
Haluaisitko ettd kadulla toimittaisiin jollakin mila tavalla?

Mita kulttuuritoimintaa kadulla on? Toivotko etti&lé& olisi sellaista?

Mink&laista kulttuuria kadunvaltaus edustaa?

Kadunvaltaus narraationa

Jos mietitdan taman vuoden tassa kaupungissa t@ty@s kadunvaltausta alusta loppuun
saakka, kuvaile tapahtumia. Mita alussa tapahtota Een jalkeen? Enté lopuksi?

Paljonko oli ihmisia? Olitko tyytyvainen maaraan?

Mika oli kadunvaltauksen huippukohta?
Mita tdssa kadunvaltauksessa haluttiin viestittaa?
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Onnistuiko viestin perillemeno? Miksi, miksi ei?

Toteutuiko kadunvaltaus suunnitellulla tavalla? Mjlmiksi ei?

Miten media suhtautui valtaukseen?

Enta poliisi?

Enta yleisd?

Olivatko reaktiot odotettuja/toivottuja? Miksi, nsikei?

Tapahtuiko tdssa kadunvaltauksessa jotain eritjpsta haluaisit mainita?

Soitettiinko tassa kadunvaltauksessa sellaistaikkisikuin tapahtumissa yleenséa soitetaan?
Miksi, miksi ei?

Olitko tyytyvainen kadulla olleeseen kulttuuritarj@aan? Miksi, miksi ei?

Kysymykset artisteille:

Miten p&adyt tiettyyn settiin mita soitat kadullsliten valitset musiikin?
Valitsetko kadunvaltauksiin tietyntyyppistd musi&R Miksi, miksi ei?
Muutatko musiikkivalintoja tapahtuman aikana? Mjksiksi ei?

Miten tarke&na pidat musiikkia tapahtuman onnistemikannalta?

Miten valitset millaisia kuvia piirrdt mainoksiirdinderolleihin? Toistuuko joku tietty teema?
Miksi, miksi ei?
Miten tarke&na pidat tapahtuman visuaalista ilmsgtdonnistumisen kannalta?
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