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      Introduction

      
         
         
         Metal on Metal

         
         
      

      
      In the late 1980s, I was an Italian pupil in a two-week school exchange program in
         Wuppertal, West Germany. Wuppertal is a typical industrial city, where German metallurgical
         concerns developed and grew across various historical eras until the late 1970s Strukturwandel (paradigm change, deindustrialisation). Since the 1970s, these concerns have systematically
         disappeared, leaving behind a huge amount of empty and vacant industrial-built environment.
         
      

      
      One evening during my stay in Wuppertal, I was shyly attending, in my host’s home,
         a party in honour of a family friend artist who made abstract sculptures out of industrial
         debris. Some of her works were placed in the living room and on the stairs. I was
         trying my best to decipher what the guests were talking about, and they were mostly
         chatting about Tanztheater or national politics, while smoking and drinking Rhine white wine. At the end of
         the evening, as the artist was leaving, she decided to give us a small performance;
         she took out of her bag a small bar of metal and started banging on one of her rebar
         artworks on the stairs. This went on for minutes. The noise was loud, repetitive,
         and mesmerising. I didn’t understand exactly what was happening, and I was not aware
         of the fact that not far from there (actually just 30 kilometres from there, in Düsseldorf),
         Die Krupps’ Jürgen Engler was banging on something quite similar onstage. However,
         I sort of understood that the particular noise of rusty metal on rusty metal had something
         to do with what surrounded me, with the empty factories, the red brick walls, the
         rusty iron bridges, the towering chimneys, and the Schwebebahn (suspension monorail) I was taking every day to school, as well as with the people
         who had lived and were living there. I was fascinated by industrial materiality and
         by the patina of the past that covered industrial architecture; at the same time,
         I could sense its atmospheric appeal and ability to inspire and enable cultural production
         in general and excruciating noise in particular. 
      

      
      What I experienced on a staircase in Wuppertal somehow shaped my understanding of
         what I will call here ‘industrial sensibility’ and my interest towards sounds, noises,
         and places, without even mentioning my record collection. In fact, popular music genres
         such as hardcore punk, house, industrial, ‘post-punk’, and heavy metal share a common
         origin in the decaying industrial cities of the late 1970s, in and outside Europe.
         Music critics and fans alike canonised and understood these genres as cinematic scores
         for grey, gloomy, depressive industrial environments or for their evocation. It is
         apparently logical to think of an organic relationship between deindustrialisation
         and this kind of music production, and to establish it through a reference to decaying
         industrial cities, industrial noises, and rhythms of the factory. 
      

      
      Later on, already a working adult in 2008, I survived the global financial crisis,
         although its effects still linger on today in many countries in terms of political
         instability, the adoption of austerity policies, and the European sovereign-debt crisis.
         Especially in the beginning of the crisis, several articles and cultural commentaries
         about a so-called recession culture appeared (Shaw 2009; Senior 2009; Linn 2009).
         According to these articles, the economy was apparently inspiring a lot of cultural
         production, ranging from The Simpsons episodes to whole new HBO series, and was influencing lifestyle choices, revamping
         DIY, and making people more civic-minded. These articles envisioned a connection between
         ‘bad times’ and a vital and exciting cultural production, although sounds in general
         and music in particular were somehow missing. Other articles, which also started appearing
         in connection with the recession, looked at cultural signifiers from the so-called
         roaring twenties and from the late 1970s deindustrialisation, hinting impatiently
         at the chances of pop history repeating. Journalists and bloggers welcomed the return
         of punk fashion (McVeigh 2012) or compiled playlists of past recession songs (Waitt
         2009). 
      

      
      The British newspaper The Guardian published a piece in 2008 with the title ‘Things Really Must Be Bad: AC/DC Are No.
         1 Again’. In the article, the author relates the Australian band’s appearing in the
         charts with economic downturn and explains it like this:
      

      
      
         AC/DC’s appeal in unpredictable times is straightforward. People crave something uncomplicated
            and dependable in a time of uncertainty, and rock music has never produced a band
            so uncomplicated and dependable as AC/DC. . . . Small wonder that people turn to AC/DC
            in their millions when the world appears on the brink of chaos. Here is escapism into
            a world untroubled by sub-prime mortgages, record public finance deficits and the
            baleful state of the FTSE 100, but escapism of the most comfortingly consistent kind.
            (Petridis 2008)
         

         
      

      In times of crisis, music might even be a so-called affordable luxury, just like red
         lipstick, that is, something simple and at hand to find solace in, thanks to its immediate
         availability and its simplicity, but also deeply connected to the past; it would have
         been difficult even in 2008 to see AC/DC as a ‘new’ band.
      

      
      Another 2009 article in the same newspaper, entitled ‘Artists’ Creative Use of Vacant
         Shops Brings Life to Desolate High Streets’, reports the words of an artist:
      

      
      
         “Rather than letting lots of pound shops appear, we are encouraging people to start
            up businesses,” said Firmin. “We know recessions are awful but can be a good time
            for artists as creative ideas start appearing while otherwise redundant people are
            sitting at home fiddling and doing creative stuff.” (Booth 2009)
         

         
      

      Similarly, in 2010 an organiser of raves described how

      
      
         in a recession, as we’ve seen with the dawn of acid house and with New York in the
            1970s, anywhere where’s there’s been a really good underground clubbing scene, you
            get into buildings. When you get into a building you’ve got the potential to have
            raves. Instead of gentrification, you’ve got empty buildings and construction projects
            are never finished and that creates a vacuum. If the recession continues then history
            indicates that the underground illegal club scene tends to thrive. (Townsend 2010)
         

         
      

      The AC/DC article’s thesis implied that in times of crisis, we aim at something basic
         and uncomplicated; however, artists in the other two articles undermine this thesis
         and refer to new and exciting cultural expressions getting born in troubled circumstances.
         
      

      
      Journalism offered very simple explanations, linking economic crisis and cultural
         work in a cause-effect relation. At the same time, the nostalgia towards past recessions
         and their music worked as a sort of coping mechanism. However, linking unemployment
         and vacant spaces with creativity and resourcefulness, or even better with hedonism
         and resistance, is a risky business. It puts the relation between empty spaces and
         creativity upside down, as if emptiness in itself would evoke ideas and inspiration
         and not, for instance, depression and desolation. However, these articles also show
         the impact that deindustrialisation had in framing a certain basic understanding of
         the ‘industrial structure of feeling’ (Byrne 2002). It also frames the elective affinity
         between economic and social distress, on one hand, and cultural production on the
         other, as a powerful narrative. 
      

      
      Apparently, after being questioned several times about the matter, even music journalist
         Simon Reynolds felt compelled to write something about it. Deconstructing the simplistic
         casual relation between bad times and good music through some straightforward logic,
         he affirms that ‘at some point along the way music and the social/economic became
         uncoupled’ (Reynolds 2009), an intuition that he developed further in Retromania (2011).
      

      
      What Reynolds calls ‘uncoupling’ happened in particular circumstances, an unwanted
         consequence of deindustrialisation. Since the mid-1970s, this abrupt structural change
         has erased a vast range of industrial production from European industrial centres,
         relocating it in less-regulated countries with cheaper workforces or stopping it altogether
         in the name of economic restructuring. Deindustrialisation has considerably changed
         the structural forces at the basis of working life and production. Sherry Lee Linkon
         (2018) describes this form of economic restructuring as a half-life, still affecting
         US communities, places, and individuals across decades and generations; she denies
         the post-industrial thesis as a lie, as ‘we are not yet “post” anything’ and ‘people
         still make things’ (Linkon 2018, 5). Several contemporary studies (Emery 2019; Nettleingham
         2019; Kohn 2009; Strangleman 2013; Strangleman, Rhodes, and Linkon 2013; Cowie and
         Heathcott 2003) share this view and examine deindustrialisation as a process that
         is still unfolding, very much present in working-class life as memory, affect, and
         in material terms, generation after generation. 
      

      
      In this book, I argue that popular music was a powerful instrument for dramatising
         the crisis of industrial cities in late 1970s Europe and the subsequent step to post-industrial
         societies because it was somehow able to anticipate the post-industrial shift and
         foresee the future fascination for industrial atmosphere and symbolic consumption
         by adopting industrial ‘musicscapes’. During the high time of deindustrialisation,
         music became a ‘vanishing mediator’ (Jameson 1973), bringing industrial societies,
         worldviews, and values towards the post-industrial and 
disappearing in the process. Music vanished, at least in this role of mediator, once
         industrial cities tried to move on and embrace the post-industrial promise of a new
         paradigm. When ‘deindustrialisation music’ came back, lately, it was assigned a completely
         different and ancillary function in relation to place.
      

      
      I am unravelling the articulation of industrial musicscapes and deindustrialisation
         in the context of European industrial cities by comparing four case studies: Manchester
         (UK), Düsseldorf (Germany), Torino[1]   (Italy), and Tampere (Finland). Music played a slightly different function in each
         of these cities; it developed and disappeared along slightly out-of-sync temporal
         lines, roughly between 1976 and 1984 (with a coda until the 1990s in Manchester),
         and with very different outcomes. Some Manchester musicians, like New Order and Morrissey,
         achieved global success and careers that today span four decades, while some Torino
         bands—like Nerorgasmo, for instance—rarely played outside the city borders. However,
         we find in all the above-mentioned cities a certain ‘industrial’ music-related dynamism
         during the time of deindustrialisation, one that left tangible and intangible heritages
         behind. The four cities have been chosen because they represent different regions
         of Europe and play different roles in popular music history and canonisation. Moreover,
         they represent different typologies of industrial cities, ranging from one-company
         town to commercial hub, from prototypical to peripheral. They are cities I am familiar
         with, have emotional bonds to, have spent time in for shorter or longer periods of
         time, and where I can interact in their respective national languages, although with
         some difficulties due to industrial city slang and accents. Using interviews with
         musicians and record-label owners and examining artefacts such as fanzines, records,
         tapes, and posters—all largely but not exclusively related to punk, post-punk, hardcore
         punk, and electronic/industrial music cultures—I am aiming at understanding the relation
         among economy, culture, and place under the particular contingency of deindustrialisation.
         I am more interested about time (late 1970s–early 1980s) and place/theme (industrial
         city) than about definite music genres. My main aim is to disentangle industrial sounds
         from industrial places and rebuild their affinity, not from the perspective of cause
         and effect, with crisis giving birth to ‘industrial’ music, as in the nostalgia journalism
         discourses, but rather as articulation, where music was able to anticipate dramatic
         societal changes and affect the context where it was taking place, both as social
         practice and as performance. What matters to me is that the relation between place
         and sound (in this case, popular music) is an articulation and, as such, is arbitrarily
         constructed but at the same time reflects a particular ‘structure of feeling’ (Williams
         1980) from a social point of view and a ‘urban ethos’ (Krims 2007) from the spatial
         one. 
      

      
      Setting the Scene

      
      The spatial and social context where music ‘takes place’ is not given; it is created
         via identities, representations, and practices; it reveals aspirations, fears, and
         individual perceptions of reality; it shows power relations and worldviews. Moreover,
         this context can be material and tangible, in form of a shared rehearsal space or
         a club, and at the same time intangible and affective, related to these places’ histories,
         reputations, stories, and atmosphere.
      

      
      Interviewing individuals who were actively making music in industrial cities under
         deindustrialisation was challenging on a variety of levels. First of all, it is difficult
         to overcome the ‘punk habitus’ that some of them took up immediately when questioned
         about their past. Diffidence towards researchers and ‘adults’ (even if the majority
         of my informants were approximately ten years older than I was) was sometimes difficult
         to overcome, but my own engagement with music often provided help in constructing
         a communicative and emotional bond. In addition, it was mostly discussing places and
         moving across them that provided me the most interesting material for this book. All
         this revealed to me that punk and ‘post-punk’ worked in sociological terms as glocal forces, able to create bonds across class, national, and sometimes racial divides
         on a cosmopolitan scale but at the same time maintaining strong local contingencies.
         It is fascinating to see how industrial city scenes networked and transferred signifying
         practices, sometimes embedding them into very different local environments. Will Straw
         has been examining for years the way ‘scenes’ can be implemented to study tight urban
         communities and their visibility, especially at night. In this book, I am referring
         to music-based communities in industrial cities as scenes and preferring ‘scenes’
         to ‘subculture’, on one hand, and ‘music world’, on the other. 
      

      
      The so-called Chicago School of sociology first introduced the idea of ‘subculture’
         (Gelder 2007), but its formulation became more consistent within the Centre for Contemporary
         Cultural Studies (CCCS), based at the University of Birmingham. The CCCS examined
         subcultures in connection to working-class youth and the ‘spectacular’ community making
         that appeared in British cities and towns after the Second World War. The CCCS examined
         youth urban communities in materialistic terms, as based on rituals and style, that
         is, the music they listened to, the clothes they wore, the territory they claimed
         for themselves. Subculture was understood as being in a double articulation, with
         the working class as a whole and with the dominant class, therefore, always a subset
         of something more complex and organised (Hall and Jefferson 2003). This positioning
         was widely criticised in the late 1990s because of its lack of flexibility in addressing
         highly volatile community making among youths in postmodern and post-industrial times.
      

      
      ‘Scene’ has found fertile ground in popular music studies since the early 2000s, for
         instance, with the publication of the edited volumes Post-Subcultures Reader (Muggleton and Weinzierl 2003) and After Subculture (Bennett and Kahn Harris 2004) and in the extensive work of Andy Bennett (Bennett
         and Peterson 2004; Bennett 2004). As said already, in the early 1990s Will Straw had
         begun using the concept in reference to popular music (Straw 1991; 2001). Straw’s
         style is rich in references to public press and public spaces, across cultures and
         across the whole twentieth and twenty-first centuries, creating historical contingencies
         and genealogies in relation to urban culture in general and towards nightlife in particular.
         Moreover, he connects the existence of scenes not only to music making and to the
         flexibility of postmodern identity building but also to cosmopolitanism, legislations,
         commerce, local traditions, and to their interaction. According to Straw (2001), a
         scene expands and contrasts within two extremes in urban cultural analysis. On one
         hand, scene invites to the analysis of visibly social cityscape, providing the means
         to dig beneath the spectacular surface to look for its ‘grammar’ (Blum 2001). On the
         other, it loosens up social morphology, liberating the study of urban communities
         and allowing a richer understanding of varieties and mobilities within and across
         them. 
      

      
      Crossley (2015) has criticised the term scene for being too familiar and too loaded to be used in scientific research. He prefers
         to adopt the term music worlds in examining punk and post-punk in Manchester, London, Liverpool, and Sheffield between
         1975 and 1980. Crossley justifies his choice by first referring to ‘social worlds’
         (Blumer 1986) and to the fact that they are built on shared collective meanings, concerns,
         and interests, which enable spaces of interaction. Crossley brings this further by
         adopting the work of Danto (1964) and Becker (1982), who analysed the social aspects
         of art making, through the term art world. For instance, Becker (1982) saw art first and foremost as an activity carried out
         by a complex network of people, including audiences, in particular places, following
         certain conventions, and exploiting certain resources. However, the term world can be criticised as being as compromised as scene by its common-sense use; furthermore, it creates self-sealed sociological systems,
         which fit into rigid methodological frameworks but fail to reveal the porous and precarious
         dimension of their existence and the affects attached to it. In addition to this,
         the term undermines one of the most significant elements of music making: performance,
         which ‘scene’ states
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