Salford Presentation:
In this presentation I will discuss some observations I have made about how the Alexander Oey’s film ‘There is No Authority but Yourself’ mediates the story of the anarcho-punk band Crass and what ways this film can be seen as an intervention into addressing the canons of punk histories  and where it fits in to my fandom.
So I want to talk about 3 things in this presentation FANS, CANONISATION AND ALEXANDER OEY’S FILM ABOUT CRASS.

# Slide 1- Structure:
As an introduction will briefly discuss my doctoral research and how this informs part of my research area.

Then I will talk about fans, then canonisation and its role in historiographies of popular music

 After I will contextualise the study by giving an overview of Crass-for those of you not familiar with the band then move on to discuss Alexander Oey’s film and how Oey mediates Crass and I will show some clips from the film to illustrate this.

Then I will conclude by raising some issues for consideration

MY DOCTORAL RESEARCH:
The object of my study is about popular and cultural memory set in the context of the music canon focussing on punk and British Anarcho-Punk and how it is constructed as a cultural object. The research is centred on two discursive practices common in aspects of popular culture: the legitimised process of definition exemplified by activities of canonisation; and the cultural and popular memory of fans. 
THE FAN:
In this particular instance I am the Fan. I was a young idealistic punk in 1978 with a healthy attitude of refusal and not wanting to conform and as a result of that refusal became a huge fan of anarcho-punk and specifically Crass.

As a fan of music I was always interested and aware of histories of popular music but was never aware of canonical constructions of popular music, I was very naive then. Since becoming an academic I have tried to understand how the processes and ideas of canonisation operate and how this coincides and interacts with fandom. Through these investigations and enquiries I started to look at my own fandom and punk music which lead me onto canons of punk and realised that some of the things that I thought as being important in the constructs of punk were missing from those canons. So there were and still are questions that I am seeking to answer.
THE CANON:
Slide A canon
    “...comprises the works and artists that are generally considered to be the greatest in their field. These are the works and artists that are studied in schools, universities, performed in concert halls and displayed in galleries. These works are passed down from one generation to the next and the artists are celebrated in histories....” (Jones 2008:5). 

The emergence, construction and reception of popular music canons is to some degree an under researched and contested area due to it being a relatively recent area of research,  (Karja, Bohlman, Citron, Jones) Amongst these authors there is some consensus about how over time, the formation and concept of the canon has changed with the development of society and culture from just so called art-music, where the list of composers and works are long established, to encompass popular music. Carys Wyn Jones in her book The Rock Canon argues that the traditional and past approaches of the formation of the musical canon have focussed on the musicological aspects over and above the social, cultural and political aspects of when the music was composed and consumed. This I believe to be significant as popular music and the development of it is inextricably linked to ideas of politics, popular culture and society. 
This brings me on to specifically a punk canon and historiography. There seems to be to some degree a common narrative or discourse surrounding histories of punk and what has been deemed to be authentic, significant and popular. A lot of attention focuses on the commodified and popular with large bodies of work in film, TV, literature, etc on The Sex Pistols, The Clash et al who could be understood as ,commodified punk as they were associated with major record labels and the dominant political economy of the music industry. My literature survey, which was the starting point towards informing my doctoral research project, seemed to point to a consensus, from authors such as Marcus, Savage, Laing, Frith, as to the times, places, dates and protagonists of the punk scene but different ways that authors have laid out its historical and cultural/political development.

So what then can be said about canonical constructs?

# SLIDE Karja states 

              “..If history is about choosing those things that are worth telling, then canonisation could be described as choosing those things that are worth repeating”. ”.....in a sense, it is possible to write the history of anybody, but in order to be canonised that anybody must be accepted more broadly” (2006:5). 

So what is Karja alluding to?

In the construction of canons there is a process that takes place of selection and omission of the important things to record and the process involves the struggle of what is worth documenting and how they should be remembered.
So from my research and survey of literature on punk this is where Crass are in the canon?
# Blank slide

The point I am trying to make here is that they are not in the canon. Crass and British anarcho-punk seems to have been rendered invisible in these writings and historiographies which has lead me to my line of doctoral research.  So why is this? As a fan I am lead to ask myself hang on
“Why have they left Crass out?-this is so important to the histories of punk how could they even dream of omitting something so significant? Who are these people who have decided what deserves inclusion and warrants omission? They can’t be real fans of ‘real’ punk?
From an initial survey of the field of popular music canons It could be argued that the construction of popular music canons have tended to rely on academics critics, journalists and bodies of recordings, and how certain artists/bands have been favoured over others by academics, journalists and critics alike when constructing historiographies. We only have to look to the Music press such as Mojo magazine 
# Slide The 100 best albums ever etc
 and Q magazine , Rolling Stone etc where there are regular opinionated constructs of canons through the inclusion of ‘lists’ that are ‘validated’ by journalists and editors that attempt to give them a stamp/mark of authority and authenticity. 
# SLIDE Karja states that 

                 “Popular music studies as an academic discipline ...owes as much to rock journalism as it does to various more traditional disciplines...” that “...the ongoing history writing of rock is discharged by journalists.” and “....even when written by persons distinguished in academic community, the trend towards the more ‘popular’ question of how it really was is significantly stronger than towards asking was it really like that” (2006:7). 

It could be rightly argued that as an academic I am involved in the pedagogical process of canonisation- I teach popular music culture and therefore through my own fandom I could select examples of bands or music I like as case studies to demonstrate or explore a certain theoretical/musical or cultural principle and validate them and instil their importance by the process of repetition as Karja suggests.  In this case the group of people responsible for defining punks canons constructed them before I was able to join the club-so as an academic and  fan I think it should be in the canon  and given some recognition or acknowledgement
Roger Sabin is one of the few authors that give any acknowledgement to the anarcho-punk movement when he apologises in his introduction as editor of Punk Rock: So What? The Cultural Legacy of Punk (1999) for the lack of any mention of it in the main body of the book.
#SLIDE  
‘But if punk stops in 1979, then it can be argued that that there is a great deal of the story left out.... (1999:4) and a lack of analysis in the influence of ‘......the anarcho-punk movement, with bands such as Crass who took the anarchist message seriously and who on occasion inspired actions which were a real challenge to the “Thatcher-Reagan axis”’ (1999:5).  

THIS LEADS TO CRASS-HISTORIOGRAPHY- 
#Slide
Crass were a punk band that formed in 1977 based around Dial House which was an open house community in Essex founded by avant garde performance artist Penny Rimbaud and post-surrealist artist Gee Vaucher. The band was formed as a direct response to what they saw as the failings of the then popular punk movement to live up to the DIY and anarchist ethic often espoused by them.
Slide-“When, in 1976, punk first spewed itself across the nation's headlines with the message 'do it yourself', we, who in various ways and for many years had been doing just that, naively believed that Messrs. Rotten, Strummer etc. etc. meant it. “

...we had realised that our fellow punks, The Pistols, The Clash and all the other muso-puppets weren't doing it at all. They may like to think that they ripped off the majors, but it was Joe Public who'd been ripped. They helped no one but themselves, started another facile fashion, brought a new lease of life to London's trendy Kings Road and claimed they'd started a revolution........ Through sheer tenacity we were exposing the punk charlatans for what they really were, a music-biz hype“. (Sleeve Notes from Crass Album- Best before (1984)

Crass’ commitment to these ethics was at the forefront of their ideals and motivation. Unhappy with the way that the dominant form of the record industry commodified and controlled artists they set up their own record label, Crass Records, began to record their music, produce records, artwork and films that were shown at their gigs, distribute their works and perform benefit gigs and free performances. Realising the actual costs of producing their own records they challenged the industry and set a precedent by printing ‘Pay no more than..’ on their record sleeves to cover the costs of production and distribution only-creating a not for profit ethic. Crass Records released the music of other musicians and bands that could not or didn’t want to engage with the restraints of the music industry and any financial profit was given over to help new artists/bands record and also set up their own record labels and other money was given to various political causes that the band supported such as The London Anarchist centre, CND and rape crisis centres. 
Politics was very much at the forefront of Crass’ agenda encompassing anarcho-pacifism, feminism, anti capitalism, anti-religion, anti-corporate, anti-consumerism and direct action. They demonstrated a continual refusal to engage with the record industry and commodified culture industries unless they could use them to expose its hypocrisy and prejudices. Using various ‘guerrilla’ and direct action tactics Crass’ political and cultural interventions, brought them a lot of attention and popularity and being a item at prime ministers question time in Parliament they gained the attention of the authorities who then brought various court cases against them under the obscene publications act, defamation etc. Along with this and what the band claimed to be ‘continual surveillance and harassment by the police and MI5’ they played their last gig (Welsh Miners benefit) in 1984 and retreated back to Dial House to concentrate on other projects. They finally disbanded later that year but various key members continued the Crass agenda under various collective collaborations.
There is no Authority but Yourself:
Alexander Oey’s documentary is a conventional style of music documentary with interviews from former Crass members  Penny Rimbaud, Gee Vaucher and Steve Ignorant talking about their involvement with Crass interspersed with some old footage (which is quite rare)  and old photos and recordings of the band. In the film they discuss what Crass was and also what they are doing now and how the philosophies that were made explicit in Crass’ activities have continued to shape there lives. 
The documentary (made in 2006-22 years after Crass disbanded) gives a solid account of the history of Crass. Linking to canonisation and Karja’s earlier posit on what is repeated and remembered I would argue that the purpose of the film is retrieve history  through the processes of retrieving  memory. For me as a fan this film speaks of my values and Oey uses textuality to this film that allows the contributors to speak for themselves- he does not intervene in that story. Occasionally you hear him speak (usually to confirm a point made) but even then this ‘technique’ is underplayed.  I am intrigued as to why that is?  perhaps this textuallity creating a sense of authenticity, truthfulness and authority
As a film maker Oey has demonstrated, with previous documentaries, that he tackles controversial and challenging subjects and works with people outside of the margins of society and I would argue that in this film there is an attempt to retrieve the margins and bring them into popularity by allowing the contributors to talk in their own terms-their own truths 
What is made explicit in the movie is how punk became a vehicle for their political and philosophical agenda which was active before punk came about, 
# Slide Gee Vaucher clip

The choice of song ‘White Punks On Hope’ for the film’s opening sequence sets the films precedent and agenda as it directly challenges the popular commodified  punk movement and its lack of political credibility and how punk had already been hijacked and commodified by the music industry.
# Slide of opening sequence

Crass became a popular band within the punk scene and engendered a large fan base based on their music and political stance. As with most other punk bands, who had been approached by the   music industry, Crass also came to the attention of the record companies as a marketable money maker.

Steve Ignorant in one of the sequences discusses how they were approached by record companies who wanted to engage Crass with the popular music industry 

# Steve Ignorant sequence

What is also interesting here is the importance that Oey places on mediating Crass’ politics and ideologies in his documentary. Throughout the film he uses that method of typing out the lyrics, that are at times aurally undecipherable.
Another interesting narrative in the documentary is the significance of Dial House and communal living as being at the centre of all that Crass did and how the same political ideals still continue in the work of Rimbaud and Vaucher who still live there and still operate an open door policy that excludes nobody. 
Ignorant lifestyle slide

Within this rhetoric is an interesting point, regarding the continual reference to the community of Crass in the film. The two main protagonists Steve Ignorant and Penny Rimbaud are filmed in different locations. You may wonder what is unusual about that but I would argue, based on fan knowledge, that there are 2 different stories going on here in the film. It could be said the rhetoric of the film says that this is the truth as we are hearing it from the protagonists and they are being allowed to speak themselves and that there was and is this sense of togetherness and being communal. But there is some degree of mediation of the truth going on here by Oey. What is not made explicit by Oey in his film is that Ignorant and Rimbaud fell out (over ownership and rights to Crass’ music catalogue) and that conflict continues today-that division is not made clear Iin this film. There are other references in the film to indicate this tension between them but the construct of the film does not make that explicit. I could possibly only know this and see this and understand this as a fan
There are various parts of the film that reinforce Crass’ main ideology of living and working outside of society’s framework and this refusal and resistance to engage whilst retaining credibility. Combined with the one –to –one interviews with Rimbaud, Vaucher and Ignorant the film starts to piece together how the politics of Crass were as, if not more, important than the musicological aspects of being in a band. They maintain that being able to embrace the DIY ethic and work independently of the dominant form of the music industry was central to their ethos and I would argue demonstrates the importance of the wider set of practices that Crass engaged in. 
If we return to Jones study in her analysis, through the reception of rock albums, she found that some of the ideas such as authenticity, seriousness, originality, complexity, are central to narratives of classical and established canons 
It could be argued that some of these themes are apparent in Oey’s mediations of Crass in his film. There are various points in the film that highlight those ideas. I have already shown in an earlier slide that Crass through their own actions questioned the motives behind mainstream punk bands and demonstrated their own sense of authenticity and seriousness to the ideologies of punk by taking the philosophies of anarchy and the DIY culture and making them central to their activities as a band.  I also think that Oey cleverly portrays the originality of some of the creative activities and methodologies that Crass employed to challenge the music industry and the consumerist culture with their DIY approach.
Conclusion:

So why have Crass been to some degree rendered invisible in canons and historiographies of popular music? None of the contributors really reveal in the film why this is the case, or if it really mattered/or matters to them. I would suspect not:  considering their views on the political economy of the dominant form of the music industry and popular consumer culture. One could argue that because they refused to conform to the expectations of the industry and maybe because of that they have not been publicised, talked about and celebrated within the culture of the industry itself perhaps as a result have not been recognised in those histories and canons.
In the constructions of histories and the canon there is a process of selection and omission of the important things to record and the process involves the struggle of what is worth documenting and how they should be remembered. If we return to Karjas earlier statement 
#  
he points to the fact that canonisation could be described as choosing those things that are worth repeating. 
It could be argued that films are one of the many methods used to construct canons, and that Oey is part of that process but I would argue that Oey is not repeating that process in this film or re-enforcing something that exists as this is the first time the ex members have talked collectively about being in Crass so there is no pre-existing film text of Crass out there to re-enforce. So this could be seen as an intervention into the canon rather than reinforcement. For example if BBC4 decided to make a Punk Britannia I wonder if it would talk of Crass as central to the tenet and history of punk , by doing so would it upset the BBC’s canon of punk?

I would like to leave you with one last comment from Crass.

Slide movie 6

#

