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Abstract

In his work on multidirectional memory, Michael Rothberg makes the point that “[a]lthough it is difficult to grasp today […] communism provided one of the discursive spheres […] in which the articulation of genocide and colonialism could first be attempted.”  In this article, I explore the Indigenous reggae-rock band No Fixed Address’s performance, just after Australia Day 1988, at the East German Festival of Political Song, one of the surprisingly many venues where the East German State granted space for the articulation of genocide and colonialism and their legacies in the Australian context.  On its face, this site offered a signal transnational location for Indigenous protest during the Bicentennial year.  But I will demonstrate how the articulation of protest was undermined and skewed by partly competing, partly symbiotic intentions on the part of the East German and the Australian States.  In this ambiguous context, musical protest unfolded in complex and sometimes unintended ways.
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Introduction

In February 1988, the Indigenous rock band No Fixed Address performed at the East German Festival des politischen Liedes (Festival of Political Song).[footnoteRef:1]  They swung from being heralded as spokespeople for a so-called oppressed “second culture”, to riding high, leading the life of touring rockers, to being apprehended by the police in the small town of Wismar, as suspected protesters for democracy.  My article re-examines this ambiguous tale of empathy, solidarity, official protest culture, as well as counter-protest, anxiety, police repression, and multi-directional memory cutting across Indigenous Australia and Socialist East Germany.   [1:  This article was assisted by a grant from the ATN and DAAD.  Thanks to Bart Willoughby, Gary Foley, Michael Fisher, and Dr. Alexander Neumann for assisting with their time.  Thanks also to Lisa Nechutnys for facilitating contact with Dr Neumann.] 

Popular music has contributed at various points to “identifying social problems, alienation and oppression, and facilitating the sharing of a collective vision,” but various factors can detract from its efficacy as an agent of change.  There can be what Lawrence Grossberg calls “radical dissociation” between content and reception.  Popular music might be too “transient” to have a lasting effect on the consciousness of its audience, and it is unclear how feelings articulate with concrete action (Shuker 1998: 223-224).  An international context amplifies the possibilities for the message failing to get across, or for being misread.
This is not to say that music was not employed internationally at different times during the Cold War.  Openly “political” music was performed in the spirit of international solidarity.  On other occasions, seemingly apolitical music was employed as what Frank Kofsky calls a “Cold War Secret Weapon” (1998: 189).  But the artists who participated in the “cultural Cold War” did not necessarily toe the line, even when they were on the payroll, as the historian Penny von Eschen reveals in Satchmo blows up the world, her account of the “Jazz Ambassadors” who were sent on tour between the 1950s and 1980s by the US State Department so as to proselytise about American culture.  These musicians sometimes advanced messages at odds with the official position, and also used the tours to profit in their own unscripted ways (von Eschen 2004).  What about the converse situation?  When Indigenous musicians like No Fixed Address travelled to the Festival of Political Song, what parameters were they operating in?  Were they automatically supporting the Socialist East in doing so?  Did their musical politics automatically attack the Australian Labor government’s position?  What type of collateral gains could they make independent of the openly political frame?
I will argue here that the 1988 Festival of Political Song marks a strange conjuncture that elucidates some of the ambiguities involved in the politicisation of music, especially in international space.  In one corner, the East Germans were poised before the changes that led to the fall of the Wall, and popular music—perhaps even No Fixed Address in their small way—would aid and abet a social movement in that context.  Yet any such function also fitted uneasily with the official ritualisation of protest via the Festival of Political Song.  In the other corner, East Germany marked a venue for signal “Year of Mourning” protests against the official Australian Bicentennial, but ones that were, strangely, funded by the Australian government itself.  These two moments coincided and collided in unpredictable ways over East German soil.

*****
The scholarship on the Festival of Political Song is still in its infancy, and there is also comparatively little on the reception of non-western or “world”—let alone Indigenous Australian—music in the former East Germany.  As various scholars have shown, however, Anglo-American-flavoured popular music—especially contemporary jazz, so-called Beat, as well as rock—did not have an easy time of it in the GDR.[footnoteRef:2]  The regime paid special attention to it, partly because of the importance of culture within the socialist project, particularly from the last quarter of the 1950s onwards.  Policies in relation to popular music were also integrated with concerns about young people and the future of socialism.  In general, a philosophy of musical “independence” from the West was pursued.  It was hoped that home-grown music would develop young people’s taste and morality along appropriately socialist lines.  And yet, these high principles could scarcely compete with Anglo-American popular music at the everyday level; so there were also pragmatic figures within the regime who recognized the need for music that catered to young people’s increasingly Anglo-American tastes.  Together with the Cold War background, this conflict accounts for the flip-flopping that occurred in relation to popular music during the life of the GDR.  As Peter Wicke puts it, the regime would apply the following schema to successive western genres: “ignore, exclude, redefine, integrate.” (1998: 297)  Such an approach was applied to various genres like modern jazz, Beat and later rock music that had seemed to harder-line cadres to especially embody excess, and a decadent Western way of life.[footnoteRef:3]   [2:  Unless otherwise noted, the following account is derived largely from Rauhut 1993.]  [3:  Rock ‘n’ roll––and especially the Beat music of the early 1960s–– and its fans suffered in rather radical and violent East German state crackdowns on youth behaviour that was thought deleterious to the state (Rauhut 1993; Poiger 2000).] 

Yet some forms of Anglo-American music were more readily accepted into East German musical life, even before the thaw that accompanied the rise of Erich Honecker in 1971 to secretary of the Socialist Unity Party (SED, a.k.a. Communist Party).[footnoteRef:4]  Acoustic music from the folk revival of the early 1960s was more easily incorporated into East-German musical life, via various “hootenanny-clubs”, the title of which was Germanicised into “Singbewegung” in the late 1960s.[footnoteRef:5]  This was the original context in which the Festival of Political Song arose.  The Festival was not an insignificant part of East German popular music culture, and the politicisation of culture, generally.  It was first organised in 1970 by Berlin’s Oktoberklub, a Singbewegung association of singers, which had, by then, become subject to the control of the Freie Deutsche Jugend (FDJ, Free German Youth), the SED’s youth wing (Kirchenwitz 2011: 3).  The Festival, which was bolstered by the funds of the FDJ, became big cultural business.  It ran for a week each year in February and included 30 events in a dozen venues, rapidly becoming quite an international affair in terms of its roster of artists.  The first festival primarily presented East German musicians, however within six years it was presenting 44 groups from 30 different countries.  At some stage, the Festival also began to incorporate a subsequent week-long tour through the GDR.  The event’s scope also spread from the folk/singer-songwriter mold of the Singbewegung, to incorporate a wide range of styles from rock to world music, to jazz and even some contemporary concert music, once they had been rendered appropriate for socialism.  By the late 1980s, the festival had hosted musicians like Pete Seeger, as well as Billy Bragg, and “world” music figures like Mercedes Sosa, Miriam Makeba, Silvio Rodriguez, Inti-illimani, and Mikis Theodorakis.  In 1985, Australian musicians joined the roster, the first being folk singer Eric Bogle.  However, Indigenous musicians soon became involved.  In 1986 Aroona, a “bi-racial” band from Adelaide performed, with No Fixed Address following two years later.  The little-known Aroona’s performance was a stop-gap solution.  No Fixed Address had been invited to perform in 1986 and agreed, but a subsequent band crisis prevented the performance from taking place.  Aroona, a band involving two Ngarrindjeri men, Les Freeman and Rick Lovegrove, and two non-Indigenous Australians, Victor Mowett and Tony Sarno, stepped in to fill the gap.  However, the festival’s organizers held the invitation open to No Fixed Address, and when the band finally did perform in East Berlin in 1988, it was re-formed configuration that included both Freeman and Lovegrove from Aroona, as well as the band’s long-term drummer and lyricist, Bart Willoughby, and his cousin John Miller, two Kukatha men. [4:  Honecker famously announced that there would henceforth be no taboos in art and literature as long as artists “proceed[ed] from the solid position of socialism” (quoted in Janik 2005: 285).]  [5:  For a good summary of the Singbewegung’s history, see e.g. Robb 2000.] 

The East German Festival, which ritualised the Socialist inheritance of political song, was official culture, but it was ambiguous in many ways.[footnoteRef:6]  Leon Rosselson, a British singer-songwriter specialising in political satire, who attended in the mid-1980s, described it as having become a “curious contradiction”, especially after 1976, when the GDR had expelled the dissident singer, Wolf Biermann.  To Rosselson it was therefore “a festival of political song without political content”.  It was “dishonest” because it did not provide a venue for Eastern bloc dissidents, and because it projected a uniformity of views amongst the West’s lefts (quoted in Kirchenwitz 2011: 37).  David Robb also considers the Festival “a showcase event for socialism” but as one that “simultaneously permitted a forum for considerable artistic interchange” (2000: 201).  Robb thereby usefully disputes the “undialectical image of the GDR political song scene in which art and creativity were simply sacrificed to censorship” (2007: 227).   [6:  For discussions of western-style popular music (jazz, rock and so on) in East Germany, see e.g. Rauhut 1993; Wicke 1998; Poiger 2000.  For discussions of political song and the Festival des politischen Liedes, see Robb 2000; 2007: 227-254; and Kirchenwitz 2011.] 


In this ambiguous context, some forms of officially promoted music were also open to an “individual” interpretation that was unintended by the State.  This was especially the case with African-American music.  Officially, the GDR exhibited a type of “Afro-Americanophilia”—the term is Moritz Ege’s—which viewed certain African-American music, like work songs, spirituals, blues and some forms of traditional jazz, as being part of a “second culture”, that is the legitimate folk voice of an oppressed working-people.  In this context, racial oppression was read by the State through the lens of Marxist theory, and the optic of class.  However, other interpretations of the same materials were available and they subverted the official Afro-Americanophilia.  Michael Rauhut has shown how the so-called “Blueser” [Blues fans] even transposed African-American oppression into their own Eastern bloc conditions and became their own type of “Blues People” in the process.  The Bluesers’ “almost religious” (beinahe religiöse) admiration for the blues was conditioned by both a traditional “Euro-Romantic” (euroromantische) image of African-Americans as possessing “authenticity” (Echtheit), and also by a specifically East-German identification with their oppression.  In the GDR, the blues duly became both a “free space” (Freiraum) and “counter world” (Gegenwelt) for their East German adherents, a subcultural niche, where they imagined themselves to be beyond the confines of the State (Rauhut 2008: 245).  The Blueser formed a major oppositional youth subculture in East Germany during the 1970s and early 1980s, and were only belatedly recognized by the State as undermining the Socialist order of things and being detrimental to an enlightened Socialist personality.[footnoteRef:7]  A similar pattern of grass-roots subversion of State-sponsored “second culture” can be observed in relation to hip-hop too, as Leonard Schmieding’s recent work, ‘Das ist unsere Party’: Hip-hop in der DDR shows. [7:  Ege introduces the term in his 2007 study of West German society. On “Afro-Americanophilia” in an East German context, see generally Noglik 1996; Rauhut 2008; Rauhut n.d.; Grossman 2010; Höhn and Klimke 2010; Gerund 2013.  ] 

When the end of Socialism came in 1989, political song did play a role in it, reinforcing Ron Eyerman’s and Andrew Jamison’s point that “social movements have given a kind of political focus or direction to musical expression, charging music with a special intensity and responsibility” and that music can also provide a social movement with a type of cohesiveness (1998: 77).  For example, old socialist songs were performed in accordance with a “subversive agenda,” namely to illustrate “how the revolution had not been achieved in the GDR” (Robb 2010: 302).  Moreover, various GDR pop, rock, and jazz musicians, including some who had performed at the Festival of Political Song, signed a petition in September 1989, demanding the reform of the Communist system, and some recorded so-called Wende-Rock, anticipating, heralding and celebrating political change.  Just what effect being a Blueser or hip-hopper had on the social movement is less clear.
As odd as it might sound today, East Germany was far from disengaged with Australia and her Indigenous people.  Despite the long-standing “Hallstein Doctrine”, which dictated that West Germany and its allies, including Australia, officially ignore the “other Germany”, there were various layers of contact between the two states, especially after the geopolitical détente of the 1960s.  Such contacts were conditioned by a sense of Realpolitik, and motivated by a hope that mutually beneficial trade might develop between the two countries (Monteath 2008).  But there was also a contradictory ideological policy, whereby political contact occurred in the spirit of international communism.  The East German government was kept informed about the activities of Australian communist organisations, and about the revolutionary potential of Indigenous Australians.[footnoteRef:8]  This contact occurred against the history of the Communist International’s attempt to unite its own struggles with those of the colonized.  The GDR also hosted Indigenous people at different times.  In 1951, for example, the Faith Bandler travelled with Ray Peckham and another Indigenous activist to East Berlin’s World Youth Festival, and performed in a dance titled The little Aboriginal Girl (Lake 2002: 38f).  The dance was an “Aboriginalised” version of Langston Hughes’ 1942 poem, “Merry-Go-Round”--itself concerned with American segregation--and indicated how “race” could be read in a non-specific, universalising way and made subservient to a teleological narrative of progress under the sign of Socialism.  Mussing portrayed the evils of racial prejudice, but the dance concluded on an optimistic note, expressing a vision “of an inclusive society where race ceased to matter” (Lake 2002: 38).  Another dance expressed “the brutality of white settlement in Australia,” and illustrated memory scholar Michael Rothberg’s point that “[a]lthough it is difficult to grasp today […] communism provided one of the discursive spheres […] in which the articulation of genocide and colonialism could first be attempted” (Lake 2002: 39l; Rothberg 2009: 118).  This combination of sympathy for the Indigenous Australian cause, attentiveness to the “brutality of white settlement”, and co-option into an optimistic narrative of class struggle would continue to characterise the visits of later visitors including Aroona and No Fixed Address.  A long term, and key point of contact between the GDR and Indigenous Australia was also Professor Frederick Rose, a Cambridge graduate who had resided in Australia for twenty years and been a “house anthropologist” for the CPA.  He was forced by the Cold War climate to migrate to the GDR in 1956.  Rose returned to Australia several times, both to collect data and “as an advocate of political rights for Aborigines” (Munt 2011: 116).  In addition to scholarly work, Rose wrote books and articles for a more general interest East German and Anglophone market, including for the Festival of Political Song.   [8:  See the files of the East German state, Bundesarchiv Stiftung Archiv der Parteien und Massenorganisationen der DDR, DY 30; 12987.  See also Monteath 2008.] 

When No Fixed Address performed in East Germany, they apparently caused a “furore” (König 1988; Willoughby 2013).  But this did not occur in a vacuum; the band and their concerns were carefully mediated to music enthusiasts via a journal and a daily Festival newspaper (see figures 1 and 2).  
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Figure 1:  Extract from the 1988 Festival Tageszeitung (Daily Newspaper) 1.16 
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Figure 2:  “Action in Red.” A report on the children’s concert at the Volksbühne, East Berlin.  Bottom right, Bart Willoughby helps a young East German child play the didgeridoo. (Festival Tageszeitung 1988, 5.14)

These texts treated the Indigenous experience of colonisation frankly: “colonialism was brutal and predatory and had catastrophic effects for Aborigines” (Der brutale und räuberische Kolonialismus hatte katastrophale Folgen für die Aborigines, Rose 1986; see also Koch 1986) They also suggested that white settlers considered it “sport” to hunt Indigenous people, and that it only became a crime in the 1930s to kill an Indigenous person (Anon 1988; Koch 1986).  The articles did air concerns that No Fixed Address sang about as Indigenous people—for example they covered land rights aspirations extensively.  But Indigenous people were also portrayed as having a range of broader political concerns, making them align better with the overall socialist concerns of their hosts.  For example, it was pointed out that the band was opposed to nuclear armaments, and that they had also written songs that were concerned with the rights of the worker (Anon 1988; König 1988).  In other words, No Fixed Address’s concerns as Indigenous people were embroidered into a Cold War narrative.
From the official perspective, inviting No Fixed Address achieved a range of things.  The image of Indigenous want shored up the Marxist-Leninist image of a class suffering under capitalism in the West—a so-called “second culture”—which contributed, in theory, to mollifying East Germans about their own conditions.[footnoteRef:9]  The band’s presence allowed East Germans a sense of moral superiority, a sense that they were above racism, and better than the non-socialist West, bolstering the State’s sense of itself in the global forum.  There was another potential benefit, too.  The organisers hoped that East Germany’s song culture would be enriched by external input from bands like No Fixed Address (Kirchenwitz 2011: 4).  For individual audience members it may well have been a more complicated thing.  Some may have enjoyed music in the moment, divorced from the extra-musical ideology the State promoted.  There was even room for an exoticist, New-Age-ish appreciation (see e.g. Koch 1986; see also König 1988).  Committed socialists could enjoy a sense of solidarity with the overseas invitees.  The disaffected “Hineingeborenen” (those born into socialism and who had no particular attachment to it) could enjoy escapist armchair listening, stretching far beyond the confines of the Iron Curtain: “Suddenly the world was there, with us in the middle of it” (Da war plötzlich die Welt da, wir mittendrin, unnamed participant quoted in Kirchenwitz 2011: 52).  Like the Blueser, some could even perhaps identify with the sentiments of No Fixed Address in a way not intended by the communist regime, that is by identifying with the Indigenous peoples’ social oppression, and transposing that structure of feeling onto middle-European conditions and a sense of felt opposition to the State.  But mixed feelings could also ensue.  Some volunteers enjoyed the Festival, but realised that they were contributing towards creating a sham showcase of the GDR and quit (Regine Scheer, quoted in Kirchenwitz 2011: 52).     [9:  The articles in the Festival newspaper stressed the poor conditions in which Indigenous people in Australia currently lived (see e.g. Anon 1988; König 1988; Rose 1986).] 


*****

No Fixed Address which formed in South Australia in the late 1970s and existed on and off for a decade was a key Indigenous band.  Its Australian activities are comparatively well known.  They were, for example, mentioned in Marcus Breen and his colleagues’ landmark volume, Our Place Our Music (1989), as well as in a number of subsequent popular and scholarly books and articles (see for example, Lawe Davies’s article (1993), Castles’ book chapter (1998); the rock writer Clinton Walker’s documentary and book on Indigenous country music, Buried Country (2000, second edition 2014); and Dunbar-Hall and Gibson’s Deadly Sounds, Deadly Places (2004)).  On the other hand, the overseas’ touring and the international reception of Indigenous musicians like No Fixed Address has been subject to much less attention.  

No Fixed Address performed a mingling of rock and reggae (Dunbar-Hall and Gibson 2004: 47).  Inspired by Bob Marley’s late 1970s message of “black survival,” drummer Bart Willoughby and his fellow musicians formed a band, and in the process reggae--already a diasporic form par excellence--“became Aboriginal music” (Castles 1998: 16).  Their re-contextualization of Marley’s survival-era music can be seen in the lyrics for which No Fixed Address is best known, “We have survived”:

All the years has just passed me by; 
I’ve been hassled by the cops nearly all my life;
People trying to keep me so blind;
But I can see what’s going on in my mind.

(Chorus) ‘Cause we have survived the white man’s world,
And the horror and the torment of it all,
we have survived the white man’s world, 
and you know you can’t change that.

No Fixed Address’s music, which was distanced from the then dominant Indigenous country music idiom, “enunciated a new urban politics, a new swagger.”  The band’s lyrics were more obviously integued with the politics of the land rights movement, and its music had a harder, rockier edge than country.  No Fixed Address enjoyed some domestic success, appearing in an independent film, Wrong Side of the Road, and recording almost two albums’ worth of material.  However, the band members were ultimately disappointed with the domestic opportunities.  (Lawe Davies 1993: 252).  As Willoughby puts it in No Fixed Address on tour, a documentary of the band’s low-key 1984 tour of the United Kingdom, they had not really been able to “make it” in Australia.  This was caused by two things; the non-Indigenous market was more interested in “traditional” music at the time, and it was also put off by No Fixed Address’s strident politics; “too many people here fe[lt] threatened by them” (Chester Schultz quoted in Breen 1989: 123.  See also 109-110).  Indeed, Stephen Castles argues that the band alienated some non-Indigenous people who might have otherwise been well-disposed: No Fixed Address’s lyrics regarded white Australia as a monolithic “single censoring racism”, which for Castles was out of synch with “negotiat[ing] the subtleties of current struggles over Aboriginal identity” and failed to take into account the fact that the Australian state had played a hand in the renaissance of Aboriginal arts, including music, in the 1980s (1998: 17).  Historically, No Fixed Address’s muted domestic experience has not been an uncommon one for Indigenous musicians, and their responses have been “exile,” “embassy,” or the “home fire” (Breen 1989: 107ff).  

If local disappointments were one motivation for No Fixed Address to opt for exile and embassy in Europe, then the lures of an international audience were another.  This was not just a commercial calculation, redounding in East German Marks.  There was the empowerment of performing their music; the joys of being on a large stage, being on the road, and living the rock life; “learning from the best” as Bart Willoughby (2012) put it.  As Ase Ottosson has pointed out in the context of Central Australian Indigenous rock and country musicians going on tour, touring becomes an important venue for Indigenous participants to iteratively “form a sense of self and of others, in different places, relations and practices.” (2009: 110)  In East Berlin, the bands met prominent, sympathetic white musicians like Pete Seeger and Billy Bragg, as well as rockers like Uriah Heep, and reportedly described their audiences and experiences as “outstanding” (hervorragend, quoted in Koch 1986; see also Les Freeman quoted in König 1988).  Such feelings were not unimportant from an Indigenous perspective.  As the anthropologist Diane Austin-Broos has noted in another context: Going on tour is “extremely enjoyable, something that is edifying, something that lifts you up, something that makes you an important person” (quoted in Cohen 2006).  Performing a swaggering so-called “too much blackness” rock lifestyle, and reporting back to one’s peers and community about it, also has kudos in different Indigenous situations (Ottoson 2010).  (On the other hand, there was “the tiredness, frustration and anger which come from being away from their black communities too long.”  It is significant that the formation of No Fixed Address which toured the UK in 1984 had been unable to visit the Festival of Political Song in 1986 as originally planned, and that the second incarnation of the band that did make it in 1988, would not long outlast its East German exile-cum-embassy. [Leila Rankine quoted in Breen 1989: 131])
What other benefits were there for touring?  Musico-politically, No Fixed Address had always had an interest “in the style and patois of an internationalist black roots movement” (Lawe Davies 1993: 252).  By conveying their message to other oppressed black peoples, as they did first in the UK in 1984, and then in East Berlin in 1988, the band could generate a sense of mutually affirming feelings of solidarity (Dunbar-Hall and Gibson 2004: 47).  In the 1984 film, No Fixed Address on tour, we see the band performing in the UK with a Jamaican dub poet, and mixing with an Afro-Caribbean band.  The film suggests how such outreach could act as a psychic balm.  Touring and engaging with other post-colonial people, some of whom had first-hand experience of campaigning against apartheid South Africa, for example, could also offer a new political platform in East Germany later in the 1980s.  Both Aroona, in 1986, and No Fixed Address in 1988 met African and diasporic African musicians: Aroona met Amandla from South Africa and Francis Bebey from Cameroon;  No Fixed Address met African-American, South African, and Zimbabwean musicians, including Sweet Honey in the Rock, the ANC-Ensemble, and Stella.  This engagement was a real part of what Stephen Castles calls No Fixed Address’s “road to the black majority”, the possibility of increasing the punch by “present[ing] the threat of [...] linking up with an international majority” (1998: 16).  Whereas the threat was largely confined to the political imaginary whilst the band was in Australia, the contacts that it had in the UK and in East Germany were more concrete.
No Fixed Address’s activities in Europe also need to be read in the context of the thinking of key Indigenous activists of the time, who were beginning to use „new transnational politics“ to advance their cause in the lead up to and during the Bicentennial (Hutchinson 1992: 22).  Gary Foley was not only an important activist at this time; between 1983 and 1987 he was also the Director of the Aboriginal Arts Board, the Indigenous division of the Australia Council, and hence in a position to fund activities like international touring by No Fixed Address.  Foley’s strategy sought political leverage from foreign governments and citizens, so as to shame the Australian government into action.  Germany was a key site for agitation, since the “new social movements”, and the Greens, had developed a transnational interest in Indigenous affairs, as a way of opposing the West German nuclear industry, which used Australian uranium (Hurley 2010; Foley 2012).  Moreover, Foley found that there was a widespread Euro-romantic fascination with the exotic that Indigenous activists could “play like a fiddle” for their own ends (Foley 2012).[footnoteRef:10]  Germany was also a vulnerable flank, given the Australian Government‘s anxiety that comparisons not be drawn between the Holocaust and Australia’s treatment of its Indigenous peoples (Foley 2012).  As the GDR had historically been sympathetic to the Indigenous experience of colonisation, and was home to Frederick Rose, it was a special risk.  Germany’s recent history represented a special node of multidirectional white anxiety in the context of the Australian Government’s desperate attempts to get Indigenous people to participate in Bicentenary activities, too.  Phillip Morrissey, an Indigenous man who was employed by the National Bicentennial Authority wrote at the time: “There is an analogy people sometimes use that asking Aboriginal people to celebrate the Bicentenary is like asking a Jewish person to celebrate the Third Reich“ (Morrissey 1988: 26).  This was a point made by Gary Foley and another activist, Paul Coe (Foley 2015). [10:  On Foley’s savvy engagement with German filmmakers, including Werner Herzog and the documentarian-activist Nina Gladitz during the 1970s, 1980s, see Hurley 2010.] 


*****

Familiar with Indigenous people as “savvy tacticians“, Frederick Rose wrote in his article for the Festival’s newspaper:

They know that the celebrations that will mark the 200th anniversary of European settlement—celebrations that they are boycotting out of principle––will present the opportunity to stress their demands in the presence of thousands of influential foreign visitors.  The Aborigines are aware that the success of their fight in Australia also depends on the support that they receive from abroad, and not least from the socialist countries.

(Sie wissen, dass sich für die im Zusammenhang mit den–von ihnen im Prinzip boykottierten–Feierlichkeiten, die 1988 zum 200. Jahrestag des Beginns der europäischen Besiedlung Australiens stattfinden werden, die Möglichkeit ergeben wird, ihren Forderungen in der Gegenwart tausender von einflußreichen ausländischen Besuchern Nachdruck zu verleihen.  Die Aborigines sind sich bewußt, daß der Erfolg ihres Kampfes in Australien auch von der Unterstützung abhängt, die sie von außen, nicht zuletzt aus den sozialistischen Ländern, erhalten. [Rose 1986]) 

Rose put his finger on Gary Foley’s strategy to use the Festival as a venue to draw world attention to, and (hopefully) solidarity for, Indigenous protest.  The Festival acted as a multiplier here because of the other prominent international invitees; people like Peggy Seeger, Ewan McColl, and Sweet Honey in the Rock.  Quite a lot of effort was put into media coverage of the Festival.  But the Festival was not just a conduit.  It was also a site for agitation in its own right.  Wolfgang König summed this up in his article, drawing attention to the fact that anti-Bicentennial protest on foreign soil, like the planting of an Aboriginal flag on British soil on 26 January 1988, could be very effective (König 1988).  One activity might have created a newsworthy item.  It was customary for Festival invitees to be taken to a concentration camp—usually Sachsenhausen or Buchenwald—and such a visit might have concretised a possibility for “multidirectional memory“ (Michael Rothberg), for deploying the Holocaust as a tool in Indigenous Australian protest discourse.  As far as I am aware, it was not, however, one the band took up.  
Yet there were manifold drawbacks that detracted from the political punch.  In the late 1980s, performing in East Berlin was not the provocation that it once might have been.  The East German and Australian Governments had established formal diplomatic contacts and had attempted to foster bilateral trade (Monteath 2008).  The two Governments had jointly decided that it would be appropriate for East Germany to send a Bicentennial gift (Hurley and Schwarz 2013).  That gesture inherently compromised the East German State as a venue for “Year of Mourning“ protest.  But the tour actually happened with Australian Government support too (see figure 3).  The Labor Government had “desperately sought to include Australia’s Aboriginal people” in the Bicentenary (Bennett 1992: xviii.  See also Healy 2008: chapter 4).  Some groups resolutely opposed “blood money” and boycotted the Bicentennial, but others maintained opposition and drew on Bicentenary funds to mark their “survival”, that enduring theme in No Fixed Address’ music (Morrissey 1988).  This seems to be an instance of No Fixed Address taking the money and still protesting, very much akin to Foley’s own ambiguous role between 1983 and 1987 as the Director of the Aboriginal Arts Board, and as an activist.  But what was the political effect of No Fixed Address’s appearance in East Berlin?  Notwithstanding the Government’s liberal stance, and band not multidirectionally keying the Holocaust in its discourse, it is hard to imagine the Government being entirely happy with Festival coverage that referred scathingly to white settler practices in the early days of the colony, to the disadvantages Indigenous people currently faced, or to implacable Indigenous opposition to the Bicentennial.  This too “made the unresolved aspects of colonialism central and present” to borrow Chris Healy’s interpretation of the effects of domestic Indigenous boycotting of the Bicentennial (2008: 111).  The Government may have hoped that this discourse would be discounted in the west as Communist propaganda.[footnoteRef:11] [11:  Healy observes that, among other things, the tactical pluralism of the Bicentennial contributed to it coming across to many as so “disappointing and ineffectual.” (2008: 107)] 
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Figure 3: 1986 Festival Journal, depicting the Aboriginal Arts Board endorsement at right 

Hearing No Fixed Address in East Berlin
Stephen Castles has suggested that the political fruitfulness of No Fixed Address’s road to the black majority “seemed to diminish as the 1980s progressed” (1998: 16-17).  No Fixed Address’s East German exile-cum-embassy concretised the links that the band could make with other black musicians from around the world, but in practice the visit to the GDR was fraught.  In theory it offered a potent political platform for transnational activism, not only profiling Indigenous protest in the Bicentennial year, and using the high profile Festival as an „amplifier,“ but also exposing the band to networks that it might have more actively pursued.  However, the impact was undermined in two ways.  First, the Festival openly co-opted Indigenous Australian protest into a class-based battle.  Second, the band’s performance was „contained“ by the GDR’s relatively close relationship with Australia, and by the official Bicentennial gift, as well as by the Labor Government‘s „tactical pluralism“ Bicentenary funding strategy (Cochrane and Goodman 1992: 182).  Perhaps the band, like Gary Foley, were just „savvy tacticians“ and knew exactly how much to compromise so as to get the funding they needed to convey the message they wanted to in 1988.  And to enjoy the moment of performing their music on a large, international stage, negotiating their sense of Self and Others in the process.  It is hard to reconstruct exactly how East German audience members reacted.  Some might have identified with the band and the East German State, but there was also the possibility of identifying with it against the State, of „becoming Black“ like the contemporaneous Blueser subculture.  This is borne out by the experience of other Eastern bloc audiences to No Fixed Address’s music later on in 1988.  When audience members in Sofia danced too vigorously to No Fixed Address’s music, they were attacked by the police.  The band stopped performing and Les Freeman announced: „Let ‚em dance.  We come here to perform. We don‘t want to see this shit“ (quoted in Flanagan 2011).  The band’s music and performance had become highly political, but in an unscripted way and contrary to the intentions of the host State.  A different type of solidarity came into play, and one that, significantly, could also be empowering for the band:  Willoughby has stated he did not „think anyone ever stuck up for those people like we did“ (quoted in Flanagan 2011).
One further incident is telling of the whole ambiguity of the Festival, from both the Indigenous Australian and the East German perspectives, and of the unclear interface between „political“ music and social change outlined by Roy Shuker.  A month prior to the Festival there had been a demonstration in East Berlin presaging the events that would unfold before the fall of the Wall.  Dissidents, including the singer-songwriter Stephan Krawczyk, had been arrested and summarily expelled to the West.  The incident caused extreme jumpiness on the part of the regime, and hung like a pall over the Festival of Political Song, where Krawczyk was a well-known colleague who had opted for “open” criticism (Robb 2000; 2007).  The demonstration’s aftermath had an unwitting but very real impact on No Fixed Address too.  During the Festival tour, the participants stopped their bus late one night to celebrate a birthday (figure 4).  Wismar’s nervous police mistook the candles, sparklers and singing of “Happy Birthday” for a grass roots demonstration like the one in Berlin, and swiftly arrested the bus’s occupants, detaining them at a football stadium for more than an hour (Kirchenwitz 2011: 40-41).  Over twenty-five years later, Bart Willoughby’s memory of the incident was sketchy.  However, it is worthwhile considering how the members of No Fixed Address might have reacted to this manhandling at the time.  Perhaps, as with the brutalised audience in Sofia, it resonated with their Australian experience (“I’ve been hassled by the cops nearly all my life”).  Perhaps it caused them to reflect on the curious status of the Festival as one that did not allow a space for the Eastern bloc’s own dissidents.  Perhaps it detracted from the benefits that the tour had given them in terms of experience, a political platform, and felt solidarity.  
[image: ]

Figure 4:  Spontaneous birthday celebration or dangerous grass roots demonstration? No Fixed Address and others in Wismar, GDR, before their temporary detention

[bookmark: _GoBack]Open, grassroots protests found no formal place in the “dishonest” and ritualised official protest of the Festival, but they would soon overwhelm the GDR, becoming a far bigger matter than solidarity with Indigenous protest in Australia.  The Festival record, featuring a song by No Fixed Address, was released onto the market in late 1988, but it would be swamped by the momentous events unfolding in Eastern Europe, its sound drowned out by the collapse of the Iron Curtain.  If we strain our ears however, we can still hear the upshot of No Fixed Address in East Berlin and what it can tell us about the complex ways in which politics and music can intersect in intended and unintended ways in international space.  If, as Michael Rothberg reminds us, communism allowed a space for the memory of genocide and colonialism to be mediated, then No Fixed Address’s experiences in 1988 demonstrate that State Socialism remained a venue for Indigenous protest up until the end, but that it was also a venue that was disarmed by Governments on both sides, and one where the articulations became increasingly garbled (Rothberg 2009: 118). 
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Leute meines Jahrgangs hat be-
sonders das Jahr 1973 gepriagt:
Zerrissenheit zwischen Welt-
festspielen und Chile.

Die in diesem Jahr geboren sind,

gehen jetzt in die 9. Klasse.
Mancher beobachtet sie arg-
wohnisch. Welche anmaBende
Selbstverstdndlichkeit, mit
der sich da einzelne auf
eine Tanzfliche schieben,
welche Geduld, mit der da
Frisuren errichtet und Be-
kleidungsstrategien monat-
lich neu entworfen werden,
welch ldssige Sprache, die
komplizierte Erscheinungen
in einer Silbe mit vorge-
schriebenem Gesichtsaus-
druck definierend zusammen-
faBt...

Vieles, was mir neue liebe
Gewohnheit war, ist ihnen

DAS KONZERT FUR SCHULER - IN DER VOLKSBUHNE

fremd. Vieles, was mir lange
fremd war und mich jetzi

noch oft irritiert, sind

sie gewShnt: Computer, Show,
liedienflut, offensive Korper-
sprache - mit all dem gehen
sie unverfroren um. Die fra-
gen nicht viel, die nehmen
gich, was sie brauchen.

Aber nehmen kann man nur,

was ancere auch aus der

Hand lassen. Und liegen
bleibt, was keinen Zugriff
mehr bietet oder nutzlos
ausgsgieht.

7ir miissen uns also kilmmern
un das, was nicht liegenblei-
ben soll. Wer denn sonst.

Ein Beigspiel: Schiilerkonzert
(mit: Moncada/Kuba, manifest/
DDR, No fixed address/Austra=-
lien und Rossy/Madagaskar).
Publikuzmsreaktionen:

"Besonderes die aug Kuba -

die waren richtig offen, ha=-

ben sich nicht irgendwie ab-
gesetzt, weil sie aus'm an-
deren Land kommen uand unsg
hier was vorspielen.,"

wDie DDi-Leute hitten mehr The-

men draufhaben sollen, die wir

auch im Alltag haben, das kam
nicht so riiber. Mit dem 'Ri-

chard! - da wubBte ich nicht,

was das soll."

"Politisch waren die Lieder

eigentlich nicht so sehr, so

direkt jedenfalls nicht..."

"Doch, bei den auslindischen

Gruppen - das fand ich gerade

gut, daB die so echt iiber

Apartheid, Nelson Mandela ge-

gprochen haben. Das ist von

denen was andereg, viel mehr
vom Gefiihl her, die ktnnen
das sogar frohlich sagen."

"Also: besser machen kinnte

man da schon einiges. Seinen

Text kann der Junge (der

Moderator, A.d.R.) da ruhig

auswendig lernen. Schade

war, daB er immer zum Fragen

aufgefordert hat und dann

gleich weiterredete. Da konn-
te man gar nicht nachdenken
und man kannte die Gruppen
iiberhaupt noch. nicht."

"iit der Blumeniibergabe, das

war auch so wie immer -

hitten die die Leute lieber
in die erste Reihe gesetzt,
damit's so ausggieht, als

wir das vom Publikum..."

"Quatsch, na das wir erst

blod! Soll'n sie die doch

uns geben, das kann doch auch

jemand aus dem Publikum ma-

chen. "

"Gefehlt hat mir, daB da

von uns aus keiner was fiir

die Solidaritdt getan hat.

Ich meine, die Gruppen singen

davon und wir sitzen so da -

hdtte man doch mal was machen
k6nnen, nicht so wie sonst
oft, wo einer das Geld ein-
gsammelt und man nicht weiB,
wo es genau hingeht..."

Die letzte Bemerkung nennt

eine Unterlasgsungssiinde der

Verangtaltung. Meine Ge-

gpridchgpar tner horten in-

teressiert von unserer So=
lidaritdtsaktion fiir die

Schwesternstation im "Carlos

Marx". Sie werden sicher ver-

suchen, morgen noch in die

Seelenbinderhalle zu kommen.

Was die kiinftigen Schiilerkon-

zerte betrifft,. so kann ich

mir nur wiinschen, dal sie

1. stattfinden,

2. langfristig (noch wdhrend
des ersten Halbjahres) vor-
bereitet werden, so daB
man vielleicht ein grofe-
res Objekt widhlen kann,
das auch Raum zum Mittanzen
bietet,

3, daB Iioglichkeiten geboten
werden, hinterher noch im
kleinen Kreis liber das Er=
lebte zu diskutieren
(meine Gesprichsepartner je-

denfalls bedauerten, daB
wir nach dem Hinweis:"An-
dere schreiben auch, nun
spielen Sie sich mal nicht
so auf" unser Gesprich im
Regen fiihren muBten) und
dald

4., man vielleicht die Vorbe=-
reitung im ndchsten Jahr
mit Schiilern teilt. Ich
bin sicher, wir diirfen da
auf Neues gespannt sein.

Bettina Kurella

Zum Gespridch waren sofort
bereit: Horst Schuster (15),
Dietmar Kannapin (15), Roy
Msller (15), Ralf Weidig (15),
Ralf Brunner (14), Alexandra
Stuff (15), Miriam Jolitz (14),
m5111 Dyck (13), Nicole Mei-
fest (15), Alexandra Wandlau
(15) und Petra Hopfner 7).
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No fixed Adress
Australien

Die australische Aboriginal
Band No Fixed Address wurde
1979 gegrundet. Die Mitglieder
- junge begabte und selbstbe~
wuBte Musiker - sind stolz auf
ihre Hautfarbe. Der mit Ele-
menten des Rock und des
Western & Country verwobene
Reggae ist ihre Musik. Er
bringt eine Botschaft vom
Kampf der Aborigines gegen Un-
terdrickung und Ungerechtig-
keit, gegen Rassismus und Ver-
lust der kulturellen Identi-
tdt. Die Ureinwohner Austra-
liens fuhren seit der Besied-
lung des funften Kontinents
durch die WeiBen ein &duBerst
hartes Leben. Seitdem James
Cook Australien 1770 fur die
britische Krone in Besitz ge-
nommen hatte und immer mehr
britische Siedler ins Land
stromten, singt die Ureinwoh-
ner ihres Besitzrechts an
Grund und Boden verlustig ge-
gangen. Fur die britischen
Kolonialherren war es ein
Sport, Jagd auf die altein-
gesessene Bevolkerung zu
machen. Gab es einst rund

300 000 Ureinwohner, so zah-
len die verschiedenen Stamme
heute nur noch 150 000 Ange-
hérige. Die Mehrheit dieser

ine Botschaft

Menschen wurde in Reservate
umgesiedelt oder wohnt in den
Slums der GroBstadte. Ihre
Lebenserwartung ist &duBerst
gering und die Krankheitsrate
im Vergleich zu den WeiBen
sehr hoch.

Die Mitglieder von No Fixed
Address, deren Heimat das Ge-
‘biet um die Provinzstadt
Adelaide ist, berichten in
ihren selbstgeschriebenen Lie-
dern aber nicht nur vom Kampf
ihrer Leute, sondern auch von
dem der Arbeiterklasse allge-

mein. Sie wenden sich gegen Ar-

beitslosigkeit und gegen die
auf einen Atomkrieg 'abzielende
Hochristung. > :
1981 trat No Fixed Address vor
einem grofen Publikum beim
"Rock against Racism"-Konzert
in Melbourne auf. Im gleichen
Jahr erhielt der Spielfilm

"Wrong Side of the Road" die

falsche Seite der StraBe - den
australischen Filmpreis. In
dem Streifen wirkten die Mit-
glieder von No Fixed Address

als Musiker und Darsteller mit.
Unter dem gleichnamigen Titel
erschien auch ihre erste Lang-
spielplatte.

Als erste Aboriginal Band ver-
lieRBen sie im vergangen Jahr
den funften Kontinent und un-
ternahmen eine erfolgreiche
Tournee durch GroBbritannien.
Fur dieses Jahr planen sie ei-
ne Konzertreise durch mehrere
Ladnder Europas und die USA.

No Fixed Address, die in ihre
Musik auch traditionelle In-
strumente wie das Didgeridoo
einbeziehen, arbeitete schon
mit solch bekannten Gruppen
und Kinstlern wie The Clash,
Peter Tosh, Men at Work und
Ian Dury zusammen.
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Montag, 8.2., 13 Uhr 10.
In Schdnefeld landet die
Maschine mit den ersten

ausléndischen Gésten: No
Fixed Address vom flinften
Kontinent, der damit zum

3. Mal beim Treffen poli-
tischer Sdnger in unserer
Stadt vertreten ist. Die
Band hatte bisher noch nicht
die Moglichkeit, sich dem
DDR-Publikum vorzustellen,
Festival-Premiere also fir
die Mitglieder der Gruppe?
Nicht ganz. Les Freeman
(1d/g/voc) und Rick Love-
grove (g/didgereedoo/voc;
beide vom Ngarrindjeri-
Stamm) sind gute Bekannte
vom 16, Festival, wo sie
anstelle der angekiindigten
Band No Fixed Address, die
in eine Krise geraten war,
mit zwei weiBen Freunden als
AROONA Furore machten.
Inzwischen haben sie mit den
Cousins John Miller(bg/voc)
und Bart Willoughby(dr/
didgereedoo/voc;beide vom
Stamm der Kukatha) No

Fixed Address wiederbelebt,
die als unangefochiene Nummer
1 unter den Rockgruppen der
australischen Aborigines gilt.
Anthropologisch betrachtet,
gibt es zwar kaum noch "hun=
dertprozentige" Ureinwohner,
da in den meisten mehr oder
weniger viel weiBes Blut
flieBt, wichtig aber ist

fiir die Blirgerrechtsbewegung
der diskriminierten
ehemaligen Herren des Landes
nicht irgendeine Form von
Rassenarithmetik, sondern das
Gefiihl der ZugehSrigkeit

zur schwarzen Gemeinschaft.
Dieses Geftihl ist bei No
Fixed Address (der Name
nkeine feste Adresse" be=
zieht sich auf die Lebens=-
weige ihrer Vorfahren als
wandernde Jiger und Sammler)
stark ausgeprdgt, Mit Stolz
tragen sie die Farben der
Aborigines=Flagge:

Schwarz und Rot mit einem

goldenen Oval in der Mitte
(schwarz sind die Menschen,
Gold symbolisiert die
Bodenschdtze und rot ist

das seit zweihundert Jahren
vergossene Blut). Sie
engagieren sich mit Soli-
daritdtskonzerten flr viele
Projekte zur Forderung von
Ureinwohnern, ein Teil

ihrer Gagen und Tantiemen
flieBt in einen Fonds zur
Unterstlitzung von Platten=-
produktionen schwarzer
Musiker,

Viele ihrer Lieder, zum

Teil in einheimischen
Sprachen gesungen, be=-
gschdftigen sich mit den
Problemen der Ureinwohner:
die kulturelle Entwurzelung
durch den Raub des Landes,
ihre Folgen wie Alkoholis=-
mus, Drogensucht usw,

Andere Themen sind z,B.
zwischenmenschliche Be=
ziehungen und der Frieden,
speziell der Kampf flr einen
kernwaffenfreien Slidpazifik,
Die Musik von No Fixed
Address ist geprdgt von Rock
und Reggae, aber auch Ein-
fllisse des Blues und afri=-
kanischer Rhythmen sind
uniliberhtrbar.

Besonders reizvoll jedoch
ist die Einbeziehung des
traditionellen gustralischen
Schlagholzpaars (Manok) und
vor allem des "Didgereedoo"
genannten Blasinstruments
aus einem ausgehtlten Ast
oder diinnen Baumstamm. Die
vom Spieler durch die ge=-
spannten Lippen geprefBte
Luft versetzt die Luftsdule
im Instrument in Schwingungen,
die liber die Verdnderung
von Mundstellung und Lippen=
spannung variierbar sind.
Durch Nutzung des
Oberspektrums sowie gleich-
zeitiges Blasen und Singen
ktnnen mehrstimmige, rohren-




