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Abstract 
Funk Carioca from Rio de Janeiro and Nor-Tec from Tijuana are two Latin American 

electronic music genres that have evolved during the last decade into established cultural 

movements. This article frames both genres within the context of postcolonialism, 

globalisation, and appropriation. Through the use of two case studies, this article shows that 

by combining two empowering strategies (‘cultural cannibalism’ and ‘hybridity’) it is 

possible to readdress the balance of power within global dominant/subordinate dynamics. 

Musical influences taken from local contexts are mixed with appropriated (or cannibalised) 

global influences in the creation of new hybrid ‘musics’. However, as these are in turn 

appropriated by Western music industries, age-old binary relations are maintained, with 

profits flowing to traditional centres of power as the ‘musics’ are fed back to the original 

localities through mass media. Using Arjun Appadurai’s concept of ‘scapes’ as a tool to 

understand cultural flows inherent in the movements of people, information, and technology, 

it is possible to show how these new hybrid ‘musics’ create ‘spiritual homelands’ in the 

imaginations of people in all parts of the world. These homelands become the imaginary 

landscapes through which subversive information can flow, hosting hybrid identities 

worldwide, and contesting oppressive power imbalances reminiscent of colonialism. Thus 

whilst the markets maintain power imbalances, in the realm of global culture, signs of 

increasing equality emerge.  

 

Key Words: Funk Carioca, Nor-Tec, postcolonialism, electronic music, Latin America, 

music technology, globalisation, cultural cannibalism, hybridity  

 

***** 

 

Introduction 
In this article I will explore two Latin American electronic music genres that have become 

increasingly popular worldwide during the past decade: Funk Carioca from Brazil and Nor-

Tec from Mexico. The aim of this study is to show that in combining two empowering 

strategies (‘cultural cannibalism’ and ‘hybridity’) these genres generate new cultural 

identities, readdressing the balance of power within global dominant/subordinate dynamics.
1
 

The article, written in four parts, begins by introducing relevant critical theory: 

postcolonialism, globalisation, and music appropriation. The second part focuses on Brazil, 

describing the birth and evolution of Funk Carioca in Rio de Janeiro in relation to ‘cultural 

cannibalism’. The third part, focusing on Mexico, details similar processes for the Nor-Tec 

genre in Tijuana, through issues of place and the challenging of musical stereotypes. Each 

case study will illustrate how musical influences are taken from various local cultures and 

mixed with global influences to create new hybrid ‘musics’. However, as these are in turn 

appropriated by Western music industries, age-old binary relations are maintained, with 

profits flowing to traditional centres of power as the ‘musics’ are fed back to the original 

locality through mass media.
2
 In the final part I will use the theory of Arjun Appadurai’s 

‘scapes’, coupled with postcolonial theories, to highlight how these genres have already 

caused groups of people, traditionally considered remote from the centres of cultural power, 

to review their identities, heralding a ‘new phase of neo-colonial relations in culture’, an 
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emancipatory strategy that I describe as hybridity with teeth.
3
 Thus whilst the markets 

maintain power imbalances, in the realm of global culture, signs of increasing equality 

emerge.  

As these genres are relatively new, detailed research regarding their relationship with 

music technologies is scarce. In order to get a sense of the type of software used or how 

producers have acquired it, I have drawn upon non-academic sources such as artist websites 

and blogs. In exploring the use of pirated music software in the development of these genres, I 

have used data relating to all illegally copied computer programs. Information about piracy 

within the music software industry is not currently available. Similarly, the history of Funk 

Carioca is primarily documented through informal sources on the Internet. I will use these 

sources in order to paint a richer picture.                  

 

Part 1: Postcolonialism, Globalisation, and Appropriation 
 

Orientalism, the Other, and Hybridity 

Postcolonial theory is the key conceptual framework here, as it takes into consideration the 

relationships between culture, power, ethnicity, and class.
4
 As the sociologists Born and 

Hesmondhalgh state:  

 

It is relevant for an analysis of the musical treatment of sociocultural difference, and 

of the power-imbued nature of musical appropriation, since it refuses to treat culture 

as an autonomous and politically innocent domain of social life.
5
  

 

One of the founding theoreticians of postcolonial theory, Edward Said, laid out his ground-

breaking ideas in Orientalism, a critical study of the knowledge base embedded in Western 

thought. Generated through artistic, academic, political, and scientific discourses, 

‘Orientalism’ enabled imperial society to understand and represent ‘the Orient’ during the 

post-Enlightenment period. Said consequently showed that these discourses were ultimately a 

political vision of reality whose structure promoted a binary opposition between the familiar 

Self (Europe, the West, ‘us’) and the strange Other (the Orient, the East, ‘them’).
6
  

Orientalism suggested a way to view the use of binary representations during colonisation 

to undermine local cultures and traditions, whilst showing how racist discourses still permeate 

contemporary media.
7
 It has thus proved a useful tool when looking at the problems of an 

increasingly globalised world where the Other is regularly placed in opposition to a dominant 

Western culture. The use of the veil by Muslim women provides a contemporary example: 

whilst in the West it has become a symbol of an Islamic patriarchal society that renders 

women ‘oppressed, subordinated and invisible’, for many Muslim women it has come to 

symbolize ‘defiance, autonomy and non-western communal values’.
8
 By looking at these 

contrasts, postcolonialism enables multicultural identities to question and redefine traditional 

power dynamics of Self and Other via strategies such as the concept of ‘hybridity’.  

‘Hybridity’ means ‘to mix’, and it is Homi Bhabha’s use of the concept in The Location of 

Culture that has been ‘the most influential and controversial within recent post-colonial 

studies’.
9
 He argued that it was through the hybridisation of the two, via colonial contact, that 

the balance of power was readdressed. Hybrid, or in-between, identities disrupted a world-

view that relied upon stark binary opposites, Self and Other, opening up a space for the 

resistance that eventually overturned colonialism.
10

 Thus, it is possible to look at the cultural 

identities of ethnic minorities worldwide in different, more empowering ways. Furthermore, it 

is worth noting that hybridisation can relate not only to people with a colonised heritage in 

their own countries, but also to the coming together and mixing through globalisation of 

people with different traditional identities. 
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Local, Global, and the Imaginary 

Although there are many perspectives to consider when describing globalisation, one of the 

most influential definitions is that of Anthony Giddens, who states: 

 

It is the intensification of worldwide social relations which link distant 

localities in such a way that local happenings are shaped by events occurring 

many miles away and vice versa.
11

  

 

Manfred Steger adds that it fosters in people ‘a growing awareness of deepening connections 

between the local and the distant’.
12

 

Appadurai suggests that to understand globalisation one must depart from West/Other 

binaries and instead look at ‘the relationship between five dimensions of global cultural flow’ 

which he calls ‘ethnoscape, technoscape, financescape, mediascape and ideoscape’.
13

 He uses 

the suffix ‘scape’ to allude to the subjectivity through which each individual experiences 

reality using conceptual frameworks constructed by their unique historical, linguistic, and 

political ‘situatedness’.
14

 Using Benedict Anderson’s concept of the ‘imagined community’, 

Appadurai adds that these five landscapes make up the ‘multiple worlds’ created by the 

imaginations of ‘all the people spread around the globe’.
15

 Appadurai concludes that the 

world in which we live today is populated by people who live in these ‘“imaginary worlds” 

and not just imagined communities as conceptualised through nationalism.
16

 

These concepts provide us with a framework for the case studies in this article in which 

electronic music created in hyper-local contexts influences distant places through a 

combination of: 

 

 ‘Mediascapes’: the capability to produce and distribute information in mass quantities. 

 ‘Technoscapes’: the way technology moves at high speeds across national borders. 

 ‘Ethnoscapes’: the movement of people around the world. 

 

However, it would be unwise to look at this relationship without taking into account the 

influence of the global music markets or ‘financescapes’.
17

 

 

Appropriation in Pop 

Musicians worldwide have been collaborating and interacting for a long time, but it is through 

the ‘media-’, ‘techno-’, and ‘ethnoscapes’ that they are now able to explore hybrid sounds and 

identities in ways that were not possible a few decades ago.
18

 In contrast to this relative 

egalitarianism it is through the ‘financescape’ that we are able to perceive a continuing 

‘Orientalist’ relationship between the Western music industry and its Others.
19

 

Richard Middleton states that there has been an ‘astounding coming together’, that he calls 

a ‘twin triumph’, of ‘global capital circulation in the political economy’, and ‘African musical 

diaspora in the sign economy’.
20

 This statement, however, overlooks the fact that the vast 

profits generated by the record labels who promote the ‘musical borrowings’ of white 

musicians from musicians of African descent, remain within the hands of Western 

entrepreneurs, a fact that S. H. Fernando Jr. has likened to racist exploitation.
21

 Born and 

Hesmondhalgh argue that considerable inequalities remain in the financial rewards and 

reputation for Western pop products in non-Western markets, in comparison to how non-

Western music recordings are viewed and profited from in Western markets.
22

 This explains 

why people in non-Western countries, where innovative new ‘musics’ emerge, have a need 

for Western validation in order to be awarded their support and consider these art forms 

valuable.
23
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‘Orientalist’ dynamics can also be seen in the way collaborations occur between renowned 

Western and non-Western artists within unequal partnerships where the music is always 

credited to the Western artist. Deepening this inequality, as Timothy Taylor suggests, are the 

expectations of Western audiences, which demand non-Western artists to adhere to and 

produce ‘authentic’ music in order to enter European and North American markets. Whilst 

Western artists have the freedom to create what they want, non-Western artists must conform 

to their musical stereotypes.
24

 

However, Taylor also argues that through globalisation, the traditional centres of power are 

slowly losing their influence and in doing so new centres and peripheries are being created. In 

these new localised centres, non-Western artists can receive adequate financial rewards and 

prestige, which help strengthen local culture and ameliorate financial rewards.
25

 These market 

traits appear to mark the birth of new cultural centres to rival the West’s, such as Rio de 

Janeiro and Tijuana. Therefore, Born and Hesmondhalgh’s warning that non-Western cultures 

are treated ‘purely as a resource for the reinvigoration of Western Culture’, can be countered 

by recognising that Nor-Tec and Funk Carioca in turn exploit Western culture and technology 

through their embodiment of a hybridity with teeth.
 26

 

 

Part 2: Brazil and Funk Carioca 

 

From Cannibalism to Nationalism 

Written in 1928 by Oswald de Andrade, the Cannibalist Manifesto was a response to 

European stereotyping of the people of Brazil that developed into the artistic philosophy 

known as ‘antropofagia’.
27

 This movement referenced the myths or stories about Brazilian 

tribes such as the Tupi, who were believed to ‘eat their rivals in order to acquire their 

strength, virtues and power’.
28

 Andrade played with the cannibalistic idea, exemplified in his 

manifesto by the maxim ‘Tupi or not Tupi’ in reference to Shakespeare.
29

 He urged Brazilian 

artists of the time to create new art forms that ‘did not simply copy European and North 

American models’ but which ‘adapted elements of foreign cultures […] in the creation of 

uniquely Brazilian works’.
30

 By assimilating, mixing, and combining art forms and influences 

into the everyday experience of Brazilians, artists created new cultural forms that reflected the 

miscegenation within Brazil, where natives, Europeans, and African slaves had been mixing 

for centuries.
31

 

This approach towards culture and influence from abroad was taken as a national attitude 

in Brazil and it became the basis for national identity and its approach to culture.
32

 It is with 

some irony that throughout the twentieth century, this same nation would become fixated with 

the idea of a ‘national music’, attempting to pin down a fluid cultural form into an unchanging 

tradition. It was during this time that samba was embraced by Getulio Varga, Brazil’s 

dictatorial president between 1930-1945, as Brazil’s national music.
33

 By the 1960s the term 

‘Musica Popular Brasileira’ (MPB) was adopted to describe non-electric music derived from 

samba and bossanova – music that was considered to be of a higher quality and representative 

of the Brazilian people.
34

 

 

What is Funk Carioca? 

Funk Carioca first emerged in the favela clubs of Rio de Janeiro as far back as the mid- 

1980s.
35

 It evolved from the music culture that surfaced during the ‘bailes black’ of the mid-

1970s that introduced American soul music and DJ culture to the suburbs of Rio.
36

 It is 

described by its critics as simple or unsophisticated, ‘usually a combination of two young 

working class voices and a simple rhythm extracted from a cheap, pre-programmed beat box’, 

as Livio Sansone states, ‘dismissed as a poor lower-class urban version of any possible genre 

of electronic U.S. “black music”.’
37
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Funk Carioca is played in a 4/4 rhythm that mixes, in true cannibalistic fashion, samba, 

MPB, and Miami Bass (defined by Joe Gonzales as a distinct branch of hip-hop localised 

within the immigrant communities of Miami).
38

 Funk Carioca is composed using samplers 

and drum machines that support the voices of favela MCs (master of ceremonies or rappers). 

Good examples of the genre are ‘Mulher de Caminhesa’ by DJ Amazing Clay featuring MC 

Betta and ‘Beatch Brasil’ by DJ Sany Pitbull.
39

 

Possibly the most important aspect of the genre is the lyrics. Whilst critics have focused on 

the sexually explicit content of the words to diminish its meaning, others draw on the impact 

of using entirely Portuguese lyrics with melodies that are closer to Brazilian folkloric chants 

than American rap.
40

 According to Bruno Natal, it is this that has characterised the genre as 

having its own style whilst giving the favelas a platform to voice their experiences. Natal 

states that Funk Carioca lyrics ‘detail ghetto realities—the struggles, the violence, the 

sexuality—as well as calling for peace’.
41

  

Thomas B. Bailey argues that the music’s raw energy reflects the daily lives in the favelas 

where drug-related gun violence and poverty are everyday occurrences.
42

 The intensity of the 

music is put into words by the following testimonials:  

 

It is a tornado of sound that will rattle your whole body. The sound emanates 

from several walls of speakers, 30 x 15ft with LED displays and pyrotechnic 

flame-throwers.
43

  

  

The dominant vocals ‘…’ take advantage of dramatic filter sweeps, chopping/ 

panning effects and even the dreaded AutoTune effect so widely employed by 

established electronic dance music styles. The use of samples of overhead 

helicopters and automatic weapon fire punctuates the mix.
.44

  

 

It is hard-driving, booming reverberations seem rawer, dryer, and more 

metallic, the bass even more prominent since from day one, Funk Carioca has 

been intended for huge handmade speakers, spitting heavy bass as loud as 

possible.
45

 

 

Prominent Funk Carioca producer, Mr Catra, suggests that the genre finally became 

Brazil’s own when musicians substituted foreign rhythms such as drum ‘n’ bass, with local 

grooves, such as samba. It has since become recognised internationally as ‘original Brazilian 

electronic music with a Brazilian soul’.
46

 

 

From Local to Global 

Thousands of partygoers, or ‘funkeiros’ as they are widely known in Brazil, attend the drug 

mafia-funded ‘bailes’, or balls, that take place every weekend and last until sunrise.
47

 These 

events are integral to the culture that has developed around the music and have come to 

provide an income source for thousands of families who make a living from the money 

generated by the hundreds of weekly ‘bailes’.
48

 For many people of low income these free 

parties also represent the only accessible form of entertainment.
49

 The economic inequalities 

between the slums and the rich parts of the city have encouraged prejudice towards the 

cultural forms emanating from the underclass, dismissed as unimportant or irrelevant. It is 

believed that for these reasons ‘bailes’ were originally blamed for social unrest and were 

therefore made illegal by local government.
50

 This drove the parties from established clubs 

deeper into the ‘favelas’, where nothing happens without the permission of the cartels.
51

  

From the 1990s onwards, Funk Carioca was mainly composed for the ears of those who 

lived in the ‘favelas’. The criminal status of the ‘bailes’ meant that the music began to link 
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with the criminal underworld. A subgenre known as ‘proibidao’ (very prohibited), where 

explicit lyrics exalting various local drug lords and their organisations, in response to 

corruption and the dissatisfaction of the poor, characterised the Funk Carioca of the time.
52

 

Sixteen-year-olds could be seen at the ‘bailes’ brandishing AK-47s and various accounts tell 

of drug dealing, blood stained walls, trampled people on the floor, fights, and gunshots.
53

  

It is surprising that a music embedded within such complex local realities has had such an 

impact worldwide. German DJ Daniel Haaksman has been one of the main champions of the 

genre in Europe and could be credited for the genre’s initial success internationally. He is 

responsible for the various ‘Global Funk’ compilations that first showcased the best producers 

and songs in Europe.
54

 Furthermore, the genre was instrumental in the success of one of the 

West’s most renowned stars of the underground, the artist MIA, of Sri Lankan origin, who 

was raised in London. Whilst working with producer Wesley ‘Diplo’ Pentz from the US, MIA 

released the track ‘Bucky Done Gun’ in 2004 through the UK label XL.
55

 The song has 

striking similarities with ‘Injecao’ written by Deise Tigrona and produced by DJ Marlboro, 

both from the Rio ‘Funk’ scene, yet the song was only credited to ‘Diplo’.
56

 Ironically, it was 

the first time a Funk Carioca song reached mainstream Brazilian television on MTV, 

prompting the sales of thousands of records worldwide.
57

 Since then, and due to international 

support, Brazil has changed its attitude towards the scene. In 2009, Rio State Government 

passed a law officially declaring Funk Carioca as a cultural movement and it is likely that the 

genre will secure its place in the canon of Brazilian music.
58

 

So, whether it is the poor families in the slums making their living from the weekly 

‘bailes’; the drug lords profiteering from their association to the ‘hip’ sound of the city; or the 

‘favela’ producers who are driving the scene to reflect their daily realities the question 

remains: who benefits the most from ‘Funk Carioca’? Is it the DJs who are playing the latest 

Funk tunes in the clubs of New York and Berlin; superstars MIA and ‘Diplo’ ‘making it big’ 

in the global market through their label XL; or the common listener who downloads or buys 

the album? 

 

Part 3: Mexico and Nor-Tec 

 

Border/Culture 

Tijuana is the furthest city from the Mexican capital, situated just south of the border from the 

US. In the imagination of both Mexican and American societies, ‘Tijuanense’ identity 

conjures up an ‘Other’, recognised through myths of drug related violence, prostitution, 

underage drinking, slums, and an absence of culture or law.
59

 The city acts as one of the 

largest departure points for the many Latinos seeking work on US soil illegally. Half of its 

population is in flux every day, as many people cross the border to work at the ‘maquiladoras’ 

(assembly plants) for transnational corporations that make hi-tech products and who hire 

cheap labour without the responsibilities required by the American government for their own 

citizens.
60

 Workers return late at night to their makeshift shantytown homes without 

electricity or running water, on the Mexican side of the border.
61

 

It is within this social context that Nor-Tec was born. In contrast to Funk Carioca, Nor-

Tec, which has also become a cultural movement, can be credited to the idea of one person, 

Pepe Mogt, as well as the hard work of a handful of producers on both sides of the border 

constituting the Nortec Collective.
62

 The genre, taking its name from ‘Norteno’ (meaning 

Northerner) and ‘Tec’ (for techno), was officially established in 1999 when the first sampler 

of Nor-Tec music was published.
63

 Amezcua, an integral musician of the collective, tells of 

how his generation grew up listening to 91X, a radio station based in San Diego that began 

broadcasting electronica from Europe across the border in the late 1980s.
64

 From then on, 

Mogt, Amezcua, and others began composing, albeit separately, electronic music that 
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emulated the electronic styles they had heard.
65

 At that time it is likely that neither of them, 

like many other middle class ‘Tijuanenses’ (Mogt was a chemical engineer, Amezcua still 

practices as an orthodontist), would have paid much attention to the regional music that is part 

of the Tijuana stereotype, because it is considered unsophisticated.
66

  

 

Musical stereotypes turn hybrid 

‘Musica Nortena’ is a term that denotes music from the north of Mexico and that includes, 

‘tambora’, ‘corridos’, ‘banda’, and ‘sinaloense’ amongst others genres.
67

 Many of these styles 

developed because of colonial rule starting in the 1500s, and through European migration and 

the African slave trade.
68

 Instruments including the tuba, trumpet, and snare drum were only 

available after orchestras or marching bands were introduced to the country. Other 

instruments such as guitars, ‘bajo sexto’, and accordions were introduced later but became 

integral to the development of Mexican identity as musicians reflected the struggles of 

independence and revolution.
69

 These instruments were incorporated into indigenous ways of 

singing or storytelling that resulted in new regional styles. ‘Musica Nortena’ is generally 

performed with 2/4 or 3/4 rhythms, illustrating the influence of Polkas that were brought to 

Mexico by Polish immigrants. This influence has become characteristic of the sound of the 

Mexican North.
70

  

American tourists who cross the border in search of the Tijuana experience will encounter 

‘Musica Nortena’ as part of the stereotype belonging to the myths identifying the city and its 

society as Other.
71

 Most will spend their night in search of cheap sex, drugs, and music on 

‘Avenida Revolucion’, Tijuana’s main street, where clubs compete to attract customers by 

blasting hip-hop or techno into the street, and local street musicians compete with each other 

for the ears of passers-by in the hope that someone will request a selection of live songs.
72

 

Mogt says that the idea of turning the ‘Avenida Revolucion’ experience into a musical style, 

the mixing of electronica composition techniques with ‘Nortena’ sounds, arrived as an 

epiphany at a friend’s wedding. It was there that he identified the ingredient he had been 

looking for in order to develop a music that belonged to the Tijuana of his imagination.
73

 

Tracks such as ‘Polaris’, ‘Don Loope’, and ‘Mama Loves Nortec’ by the Nortec Collective 

testify to this hybrid mix.
74

 

 

Dreams of (international) modernity 

Alejandro Madrid argues that the use of technology in Nor-Tec mirrors the dreams of 

modernity in Tijuana, and creates an imaginary doppelganger where the city exists away from 

the negative connotations. Nor-Tec creates an imaginary place where the city redefines itself 

as modern and futuristic.
75

 The use of technology becomes a medium that allows the listener 

to review Tijuana’s uncertain future through a message of power, resistance, individuality, 

and of re-enchantment with the ordinary.
76

 According to Susana Asensio, this is all possible 

through the inherent creative processes that make use of sampling, cut & paste, bricolage, 

recycling technologies, acoustic transformations, sound filters, analogue, and digital 

technologies.
77

 These ‘cut & paste’ methods have been integral to the genre from its outset. 

For example, Mogt has stated that within the first few days after his epiphany, he sought out a 

friend who worked at a studio where local ‘Nortena’ bands record their demos. He was given 

‘off-cuts and samples’ that he then passed on to his producer friends, encouraging them to 

make this new hybrid style.
78

 Afterwards the Collective would record urban soundscapes 

from the Tijuana streets that included performing musicians whose material was then 

transformed into Nor-Tec music.
79

 

Asensio states that almost from the very beginning Nor-Tec became a conscious movement 

to transform the negative connotations of Tijuana and encouraged the work of creative people 

from various disciplines to be part of the movement. Graphic designers, video makers, visual 
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artists, fashion designers, and even architects, joined the cause within the first two years, 

ensuring that Tijuana became a new cultural centre for the border community. Although it 

mainly revolves around the music, Nor-Tec embodies visual stereotypes of local culture such 

as the ‘drug dealer’ or the ‘Northern Mexican hat’, and recycles them into something 

humorous and positive. The delicately chosen elements in Nor-Tec, which make reference to 

the familiar and traditional whilst embracing the futuristic, have allowed Latinos on both sides 

of the border to recognise in this movement an imaginary place where seemingly 

irreconcilable identities can coexist.
80

 

Surprisingly it seems that there are now producers in Italy and France making this kind of 

music.
81

 An initial distribution deal with Island Records and Palm Pictures was the starting 

point for the internationalisation of Nor-Tec.
82

 Soon the Nortec Collective had lucrative tours 

in European capital cities such as London and Berlin but also in New York and as far away as 

Japan.
83

 Their second compilation entitled Tijuana Sessions Vol. 3 was exceedingly 

successful, prompting them to be nominated for two Latin Grammy Awards and taking the 

number one spot on the iTunes chart from both Enrique Iglesias and Shakira.
84

 Nor-Tec music 

has appeared in films such as Babel starring Brad Pitt, advertising campaigns for Heineken 

and Volvo, and TV programmes such as Nip/Tuck, amongst others. This growing 

international recognition caused considerable changes in Mexican people’s perceptions of the 

music. When the Nortec Collective performed for the first time in Mexico City in 2000, the 

audience booed them throughout, yet when they returned two years later, their concerts were 

sold out and interest continues to grow. According to Madrid, the initial reaction was due to 

the audience’s ‘inability to identify the music and its musicians with their preconceived ideas 

about the border and modernity’.
85

  

Yet there is something about the way Nor-Tec infiltrated global media that undermined 

that prejudice, not only in Mexico City but also around the world, creating imaginary versions 

of Tijuana in the minds of people in faraway places such as Tokyo, London, and Paris. 

Appadurai states that these ‘imaginary worlds’ can ‘contest and subvert’ those created by 

official or entrepreneurial bodies.
86

 In the next section I will outline how this has occurred 

within the cultural movements represented by Nor-Tec and Funk Carioca. 

 

Part 4: Contextualisation 

 

Funk Carioca and Nor-Tec become hybrid cannibalistic forces through their interaction with:  

 

‘Ethnoscapes’ 

These genres have surfaced within very marginalised and localised sectors of society, whether 

in gangs in the ‘favelas’ of Brazil or the vice-ridden streets of Tijuana. The localisation of 

both genres inspires the expression, through music, of the subjective realities of the 

inhabitants of both cities, thus creating ‘notions of community and collective identity’ 

amongst their listeners.
87

 This, according to sociologist Andy Bennett, fulfils one of music’s 

most significant roles: to ‘articulate symbolic notions of community which transgress both 

place and time’.
88

 In the case of dispersed people without a common point of origin, a shared 

identity may still be created through music’s ability to ‘spiritually transport’ the listener ‘to a 

common place – an imagined “spiritual homeland”.’
89

 The hybrid identities, created by Nor-

Tec and Funk Carioca in the imagination of the listener, reflect the experiences of those local 

marginalised communities. These experiences are in turn translatable to marginalised and 

non-marginalised communities worldwide as people move around the globe experiencing 

‘Otherness’ through the new cultures with which they come into contact, as described by the 

concept of ‘ethnoscapes’. It is in this translation that traditional centres begin to dilute and 

new centres emerge, since national identities defined by physical territories are replaced by 
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new hybrid identities defined by the imaginary ‘spiritual homelands’ evoked by new ‘musics’, 

including those in this study. 

 

‘Mediascapes’ 

Both genres cannibalise Western electronica and culture, incorporating them into their own 

musical traditions, thus creating new hybrid styles. Hermano Vanna talks about the ‘favela 

strategy’. According to him, Funk Carioca producers usually do not know where the samples 

they use come from, as they are found in pirate sample CDs or sites on the Internet. He adds 

that, ‘just as they don’t choose the materials they will use to build their houses, whatever is at 

hand gets sucked into the music’.
90

 This could be music from Europe or from a musician 

recorded playing just around the corner. This trait is echoed in Nor-Tec, whose artists first 

sourced their samples from ‘off cuts’ and field recordings in Tijuana. Furthermore, the 

members of the Nortec Collective shared both the electronica ‘spiritual homeland’ 

disseminated by Radio 91X and the ‘Nortena’ ‘homeland’ evoked by the soundscapes of 

Tijuana, with thousands of other people they have never met. In the same way, ‘favela’ 

producers shared the ‘spiritual homelands’ generated by Miami Bass and samba with 

unknown populations. However, it is in the production of their own media that they bring 

together overlapping ‘homelands’; this creates new cultural material that is disseminated 

through their own mediascapes constituted by the ‘bailes’, Nor-Tec parties, online streaming 

channels, websites, tours, and soundtracks to films and advertising. Thus new ‘spiritual 

homelands’ are created, to which anyone who identifies may belong. Both genres draw upon 

the mediascapes created by Western mass media but in combining them with their own, they 

create hybrid identities emerging as new mediascapes which influence people around the 

globe. 

 

‘Technoscapes’ 

Sampling technologies, bedroom studios, and piracy enable Funk Carioca and Nor-Tec 

producers to concoct hybrid ‘musics’ that a few decades ago would have been impossible to 

make, in environments that would have seemed unlikely (such as shantytowns). The flow of 

technology in today’s globalised landscape, such as that described by the ‘technoscape’, is 

‘ever fluid’ and ‘moves at high speeds across national boundaries’.
91

 Within seconds of 

someone posting a ‘cracked’ or pirated version of the latest music production software, 

anyone, even thousands of miles away, can in theory download the same copy. With 57% of 

the world’s computer-users using pirated software, located mostly in the ‘developing world’ 

according to a 2011 study, the impact of piracy on the ‘technosphere’ for both the software 

creators and the piracy users is evident: whilst software companies lose money, marginalised 

communities gain the opportunity to create and compete. Furthermore, both genres 

cannibalise Western music technology, physical and informational, legally and illegally.
92

 In 

combination with traditional musical instruments, new hybrid sounds, technologies, and 

identities are created and evoked. Together with fast-paced fluxes of information, these ways 

of appropriating technology through the ‘technoscape’ have come to subvert traditional 

centre/periphery dynamics.  

 

‘Financescapes’ 

However, unlike the previously analysed ‘scapes’, the ‘financescape’ presents a less hopeful 

picture. Unequal relationships with the Western music industry allude to ‘Orientalist’ 

dynamics. In both case studies, interest from European and American institutions is translated 

into unequal collaborations that contribute to the success of Western artists, Hollywood films, 

or transnational advertising campaigns, where the profits go back into Western markets. As 

previously suggested, this inequality in economic rewards, and thus prestige, harbours the 
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need for Western validation. Whether it is the ‘national music’ or the new genre that is 

regarded as low culture, it is only after the music is validated by the West that an interest in 

both the old and the new ensues.  

Furthermore Funk Carioca and Nor-Tec artists are bound by musical stereotypes that 

affect their interaction with Western audiences. For example, Nortec Collective’s third album, 

Tijuana Sound Machine, when reviewed by the influential Pitchfork Media online blog, was 

heavily criticised for not including ‘enough of the traditional’ and described the album to a 

worldwide audience as sounding ‘like a Casio demo gone amuck’, concluding that the sound 

felt somewhat ‘cheap’.
93

 Such inequalities express binary dichotomies reminiscent of 

‘Orientalism’. It is my belief that only when peripheries transform into cultural and financial 

centres that these may be readdressed. 

As can be seen by these examples, the picture is complex. Though it is possible to hope by 

looking at the way genres such as Funk Carioca and Nor-Tec contest dominant/subordinate 

dynamics through the generation of hybrid cannibalistic identities, by using a hybridity with 

teeth strategy, this idea is not without fault. Appadurai’s ‘scapes’ propose a vision of the 

world in which global relationships will eventually be more equal.
94

 But the real economic 

experiences of people, by which access to movement, culture, and technology is granted, 

reflect the amount of work still to be done. 

 

Conclusion 

As shown in part one, postcolonialism creates a useful framework in which it is possible to 

perceive ‘Orientalist’ dynamics in our globalised world, whilst defining ‘hybridity’ as an 

empowering force emerging from the mixing of cultural identities. Appadurai’s ‘ethno-’, 

‘media-’, ‘techno-’, and ‘financescapes’ provide a structure by which we can frame complex 

interactions between people and institutions spread around the globe constituting cultural 

flows – in this case, generated by Latin American electronic music. Though this framework 

provides an outlook of hope in the way binary opposite dynamics may be subverted, the 

financial rewards and prestige bestowed upon Western artists by the Western music industry 

are considerably higher than for non-Western artists operating in the West. This creates 

inequalities reminiscent of colonialism. The second part introduced Andrade’s concept of 

‘cultural cannibalism’, which does not appear in postcolonial literature, but is nevertheless a 

powerful proposition for dealing with domineering culture. Contextualised within the history 

of Brazilian national identity, ‘cultural cannibalism’ presents a different perspective on the 

cultural movement surrounding Funk Carioca. This genre was framed within the complex 

local experiences of the inhabitants of Rio de Janeiro. Through its appropriation by Western 

artists, the genre exploded internationally, thus highlighting the complexities inherent in 

global cultural relations. The third part explored the way in which Nor-Tec musicians, 

through the combination of traditional regional music and the use of music technology, 

transported Tijuana to an imaginary space in which the city could redefine its identity by 

escaping negative stereotypes. In this way, the imaginary Tijuana became a new centre, to 

which inhabitants of the border region could relate, by embracing the hybrid nature of their 

identities.  

Throughout this paper, and particularly in the fourth part, I have tried to show how in a 

fluctuating globalised world, described by Appadurai’s ‘media-’, ‘techno-’, and 

‘ethnoscapes’, the concept of ‘cultural cannibalism’ imbues ‘hybridity’ with an emancipatory 

dynamic that can readdress traditional ‘Orientalist’ power dynamics. These hybrid and 

cannibalistic identities exist within imaginary landscapes constituted by the subjective 

experiences of individuals worldwide. These experiences inspire the music that forms the 

basis for the multiple ‘spiritual homelands’ with which people worldwide may identify, 

differing from traditional, divisive, national identities that respond to dominant/subordinate 
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relationships. Even though market forces may still dictate binary inequalities, it is through 

cannibalistic hybrid art forms that these may be readdressed.  

Stuart Hall describes this as a new kind of globalisation, or ‘global-postmodern’, 

characterised by its attempts to overcome, assimilate, and incorporate difference.
95

 This 

approach to ‘Otherness’, illustrated by the ‘favela strategy’, in which artists incorporate 

anything that crosses their way into their cultural mix, mirrors my call for a hybridity with 

teeth: a contemporary identity through which the cannibal (the artist) appropriates the power 

of its prey (local and global cultures) through its ingestion. Thus new identities created from 

cultural exchanges and characterised by an insatiable appetite for the consumption of other 

cultures may produce more powerful cultural forms. In this way, globalisation can be 

accelerated to that utopic moment envisioned by Appadurai, when binary opposites, the 

foundation of age-old oppression, become irrelevant. 
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